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PREFACE 
Noticing that much discussion has been taking place among photo-
journalists on the subject of the relative acceptability of particular digital 
photo manipulation practices, I wanted to search the subject further and find 
the roots of the problem, and gain an understanding of the ethical 
implications of these practices. In my research, I found several discussions of 
people's attitudes concerning what was and was not acceptable, but little of 
what people were doing about it . Little or nothing has been written about 
specific policies or standards that individuals or publications have 
implemented for their staffs . Basically the question I wanted to find the 
answer for was, "Are people putting their proverbial 'money where their 
mouth is,' and setting policies in writing that they can be held accountable 
for?" 
An extensive review of current literature has revealed little specific 
information on the subject of journalism ethics as they currently apply to 
computer-assisted photographic manipulation. Much has been written on the 
general need for photographers to take great care in their use of manipulated 
photos in order to maintain journalistic credibility . However, only a small 
percentage of the available articles deal with specific ethical prescriptions for 
dealing with various situational possibilities . 
The literature on photo manipulation encompasses the basic 
descriptions of what manipulation is specifically, and what can and has been 
done. Generic information on the various uses for computerized photo 
alterations was found in several periodicals such as Popular Photography, 
Esquire, Life, and Byte to name just a few. However, the more distinct articles 
dealing with particular ethical issues tended to come from the more 
vii 
professionally oriented journals such as Editor and Publisher or News 
Photographer . 
Another invaluable source of information has come from Special 
Reports from the National Press Photographers Association (NPPA) and 
various university-based surveys and research studies . What's Wrong with 
This Picture by Shiela Reaves and two NPP A Special Reports, Protocol edited 
by Chris Harris and The Ethics of Photojournalism edited by Paul Martin 
Lester, are a few of the more helpful sources on this subject . 
Information on the historical perspectives range from photo fakes 
through the years on up to the present time with the computer manipulation 
software and all the possibilities that they create. Several articles from 
Discover, Smithsonian, and Skeptical Inquirer, as well as Editor and Publisher 
and News Photographer, chronicle many of the famous and not so famous 
photo manipulations of the past . 
In order to assess whether newspapers across the country were setting 
specific policies or simply talking about it, a survey questionnaire was 
constructed and mailed to 259 daily newspapers with questions concerning 
their attitudes on digital photo manipulation and their papers' policies (or 
lack thereof) on the subject. The survey results are incorporated as the fourth 
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With today's increased use of computers and computer technology in 
newspaper photo departments, digitally transmitted and managed images are 
quickly becoming standard practice . In one sense, this is a tremendous boon 
for the industry . On the other hand , the electronic age is potentially harmful 
to the documentary nature of photojournalism . Unlike advertising or fine art 
photography , documentary photojournalism is a record, a visual witness if 
you will, of actual events and happenings. People consider such photos as 
being a view of the facts . 
With the new technology comes the ability to change those facts, to 
create a lie. Therein rests the problem. A manipulated photograph is no 
longer a view of reality, but rather a fabrication from someone's imagination. 
This is not journalism. This is fantasy . 
This fantasy is nothing new. People have been manipulating photos 
since the invention of photography . What is new, however, is the ability to 
digitally alter photographic images easily and cleanly . Digitally altered photos 
xv 
are generally undetectable as having been manipulated, even to the trained 
eye. 
Owing to an image-altered photo's potential for deception, any 
newspaper publishing such photos would stand in jeopardy of losing 
credibility with its readership. 
Digital photo manipulation directly effects the credibility of both 
journalistic photographs as well as the written word. A level of trust needs to 
be present between the publication and its readers. Whenever readers feel a 
publication is not 100 percent honest in its visual presentation of the facts, 
they are left to wonder how factual the verbiage is as well. 
The future credibility of documentary photojournalism is based on 
what members of the profession do (or do not do) with these new tools the 
computer age offer~. To determine the existence and implementation status 
of standards on this subject, a survey was conducted of visual communication 
editors at various newspapers across the country. 
From this research we conclude that editors feel the new technology is 
a potential problem and standards need to be set. Although nearly three-
quarters of the newspapers have unwritten policies on photo manipulation, 
almost the same number feel they need written standards. The industry 
seems to be headed in the right direction to safeguard its credibility, but we 
need an ever watchful eye to make sure we do not stray from our goals of 




Photography, and by extension photojournalism, has long been 
regarded as a visual depiction of reality, an honest representation of what 
actually existed in front of the camera at the moment the camera's shutter 
was triggered. In today's world, that might be a rather foolish view to take 
considering new technologies in the computer industry. 
Although alterations have been made to photographs since the first 
formative years of photography, both for artistic and deceptive reasons, the 
recent availability of computer-assisted photo manipulation has heightened 
the need for concrete ethical standards regarding the use of these new 
technologies on documentary photojournalistic images. The ability to 
cavalierly alter the informational content of a photographic image can distort 
its meaning and create a credibility conflict in the viewer's mind. The viewer 
will have no way of knowing which photos are genuine and which are 
falsifications or composites (created from two or more photos). Documentary 
photojournalism can very quickly have its level of credibility eroded to the 
point of zero integrity. This, via the supposed "guilt by association" between 
image and written communication, could also affect the credibility of both 
written journalism and journalism as a whole. 
"Caution" is the word throughout the world of journalism. According 
to John Scully, Chief Executive Officer of Apple Computer, "By the end of this 
decade it's expected more than eighty percent of all information created will 
2 
be archived in digital form." 1 What may be even more surprising is that at 
present one out of ten printed color photographs has been altered by objects 
being added, deleted, or moved within the image. 2 Which pictures should be 
permissible to manipulate and which should not? The profession must gain 
an accepted working understanding of what should be acceptable practices, 
and those that should be labeled "taboo." 
Entertainment or Information? 
The potential for harm to photography's supposed basis in "fact'' has 
always been a possibility . The supermarket-tabloid publications have long 
published what appears to be outright fabrication of many, if not all, their 
photographic images for the sake of sensational and outrageously bizarre 
stories and graphics. 
When considering the issue of photographic manipulations, a contrast 
should be noted between news photos and photos produced solely for the 
purpose of advertising, entertainment, or art. Each category has a different set 
of goals and a drastically different set of viewer expectations. The criteria for 
what may be acceptable for one category will be different from those expected 
of another. 
It is important to understand the basic public perceptions of 
photography as a whole and the power that it holds within its images to 
persuade and convince the viewer relating to the truth of what they see. 
1 Arthur Goldsmith, "Exploring Photography's Electronic Future: Kodak's New 
Center for Creative Imaging Holds its First Conference and Highlights the Mind-Boggling 
Promises and Problems for Photography in the Computer Age," Shutterbug, November 1991, 70. 
2 Clare Ansberry, "Alterations of Photos Raise Host of Legal, Ethical Issues," Wall 
Street Journal, 26 January 1989, Bl. 
3 
Photography is essentially a two-dimensional representation of the 
reality that surrounds all of us. Websters dictionary defines photography as 
"[the] art or process of producing ... [an] image directly or indirectly on a 
sensitized surface by the action of light or other form of radiant energy." 3 No 
mention is made, however, about the factualness of the images. We generally 
extend the label of truth to what we see in pictures, and give them some sense 
of believability. We might be rather naive in making these assumptions, 
however. 
The Role of the Photographer 
As the presenters of this vision of the world, photographers should 
always be careful how the portrayal of this reality might have an impact on 
others. Photographers are essentially disseminators of visual information. 
How important is it that the photographer accurately convey visual 
information to the viewer truthfully, without misrepresentations or outright 
fabrications? Is there a gray area between fact and fiction, and if so, how does 
that relate to the photographic image? 
Photography influences the perceptions we have of other cultures and 
groups of people. For most of us, all that we may have seen of foreign lands 
are the pictures and images of those places. How do we know these pictures 
are a factual representation of the sights and lifestyles of the lands they seem 
to portray? 
The job of the photojournalist is to represent accurate visual accounts 
of newsworthy events. By contrast, a portrait photographer routinely 
retouches pictures to remove unwanted defects and blemishes. In any area of 
3 Webster's Third New International Dictionary, 1981 ed., s.v. "Photography." 
photography we might ask the question, "At what point does the touch-up 
end and the making of fiction begin?" 
From Darkrooms to Newsrooms 
4 
For years, effective manipulation of photographs has been a talent-
intensive skill performed in the darkroom. Darkroom manipulations are 
labor intensive and time consuming . Even for the most gifted darkroom 
manipulators, film creations are not without errors. The flaws may not 
always be noticeable to the casual viewer, but anyone with the proper 
knowledge of what to look for could, after meticulous observation, determine 
the fact from the fiction. Now , however, the arrival of the electronic 
darkrooms and the digitization of images increases the possibility of 
undetectable alterations . Donald Katz, a contributing editor of Esquire 
magazine, points out: 
For a hundred years the specific characteristics of 
photography have granted the form a documentary status 
in the cultural and legal order . A photograph was thought 
to nudge right up there next to reality, like a finger print. 
Suddenly the form is rendered as visual disco, a festival of 
synthesis, and the change appears as a blow against truth 
and beauty, dealt by a digital revolution that degrades all 
things to zeros and ones, and makes everything subject to 
manipulation. 4 
The increased use of digital technology has brought about a disturbing 
challenge to the documentary nature of photography. "Alteration of images 
and realistic image creation of an entirely imaginary nature demonstrated the 
extraordinary power both to increase control of photography and possibly 
4 Donald R. Katz, "Why Pictures Lie," Esquire, June 1990, 95. 
5 
diminish its credibility," 5 remarks Jim Rosenberg, an associate editor of Editor 
and Publisher. 
Can careless and uncontrolled manipulation of photographs become a 
canker to the realm of visual communication much the same way that urban 
decay has ruined the once pristine cleanliness of downtown America? If so, 
are there ethical safeguards introducable to the system that could stem the 
tide of irreparable damage to the journalistic credibility and visual integrity of 
the photographic image? 
Historically Speaking ... 
People accept photography as a genuine and honest representation of 
"reality" in its truest form. A photograph is used as evidence of fact, both in 
the legal world and- the world-at-large. Its legal status compares favorably with 
fingerprint evidence or a suspect' s confession. It is the eye witness that can 
never lie. Or at least that is the perception . 
Even in formative times, however, photo manipulation was common 
place . As far back as the U.S. Civil War , pho tos were known to be faked or 
manipulated in one way or another . Dead Union soldiers were moved to a 
new location and identified as Confederate soldiers and vice versa . Bodies 
that were never present in the original scenes were also added to photos. 6 
Due to reproduction limitations, publications of the time were unable 
to print continuous-tone photographs (photos with a full range of grays from 
white to black). To overcome this printing obstacle, photographs were 
recreated in the form of woodcuts (see Fig. 1 and 2). The carvers frequently 
5 Jim Rosenberg, ''Visual Enhancement of Photos: Computerized Photo Retouching is a 
Growing Practice," Editor and Publisher, 25 March 1989, 46. 
6 Goldsmith, "Exploring Photography's Electronic Future," 68. 
Fig. 1. Paiute Indian woman. Photo by 
Jack Hillers. Note the full length skirt 
the woman is wearing. 
--------~"~-~-~ - -~----




Fig. 2. Woodcut image used to print 
Hillers' Paiute Indian woman 
photograph. In this version, the skirt 
has been removed and the photo 
labeled "Godiva." 
took a little "artistic license" and changed the image as they carved. 7 Images 
were embellished here and there for dramatic effect. 
Headway was made in 1873 with the introduction of halftoned 
photographs. The first published halftone, a rather unassuming view of New 
York's Steinway Hall, was printed in the New York Daily Graphic's December 
2, 1873 edition8 (see Fig. 3). Stephen H. Horgan, the photographer in charge of 
the Graphic's engraving equipment, worked on perfecting the halftone 
7 Kenneth Kobre, Photojournalism: The Professionals' Approach (New York: Curtin & 
London, 1980), 5. 
8 "The First Photo Reproduced by the Halftone Method," Time: 150 Years of 
Photojournalism, Fall 1989, 18. 
Fig. 3. First printed halftone photograph. This photograph of 
New York's Steinway Hall was published in the New York Daily 
Graphic on December 2, 1873. 
7 
8 
process throughout the 1870s and 1880s.9 By about 1910 the process had begun 
to catch on and gain acceptability among newspaper publishers. The use of 
halftones effectively eliminated woodcuts as a form of photo manipulation. 
Throu~h the years, instances of manipulations continued to occur in 
other forms. Photo retouching was very prevalent. Actress Betty Grable 
insisted that even the slightest blemish be airbrushed from her "million-
dollar legs." Official photographs of Russia's Stalin had the deep pockmarks 
from his face removed, while photographs of a greatly aging Brezhnev looked 
as if he were twenty years younger . In contrast, "a visible symbol of 'glasnost' 
Fig. 4. The raising of the flag on Mt. 
Suribachi. This photograph by Joe 
Rosenthal (1945) has been under 
controversy concerning what actually 
is taking place in the scene. This was 
largely due to miscaptioning by the 
Associated Press (for whom Rosenthal 
was working) . 
was Gorbachev's insistence that 
his prominent birthmark not be 
retouched . "10 
Even Joe Rosenthal's 
famous 1945 photograph of the 
raising of the U.S. flag at Iwo Jima 
has been under a cloud of 
controversy from the time the 
photo was taken (see Fig. 4). 
Manipulation in this case was an 
unintentional one on the part of 
the Associated Press (AP), for 
whom Rosenthal was working. 
When the AP transmitted 
the photo, the impression was left 
9 Kobre, 8. 
10 Goldsmith, ''Exploring 
Photography's Electronic Future," 72. 
9 
from the cutline that the flag-raising in the photo was the first flag raised 
during the battle . When it was later revealed that the flag was actually the 
second and larger flag raised, some suggested that Rosenthal had staged the 
photo . He had not, but the meaning of the photo was inadvertently altered by 
a misunderstanding concerning the photo's origin, namely, that the photo 
depicted the first flag raised at Iwo Jima. It is still one of the great photos from 
World War II and stands today as a photographic icon of the War and 
America's striving to succeed .11 
The Need for Ethics 
The grocery store tabloids have been accused for years of fabricating 
many, if not all, of the outrageously bizarre photographs that have graced 
their pages over the years (see Fig. 5). Are these photos fact or fiction? 
"Inquiring minds want to know." 
It is the same whether a photograph is manipulated by the 
photographer or by any other user of the photograph later down the chain of 
viewers (editors , wire services ; etc .). Should we totally refrain from making 
any constraints whatsoever on manipulation. This would, in effect, leave the 
future integrity of the visual image as we know it to simply blow in the 
proverbial wind. On the other hand, should there be something sacrosanct 
about a photograph that makes it unethical or patently evil to alter or 
manipulate a photograph in any way? Is there any middle ground? 
One insidious form of photographic manipulation, as we have already 
touched on, is misleading captions. The entire meaning of a photo can be 
11 Nelson Wadsworth, "Photojournalism- Searching for its Heart and Soul," The 
Rangefinder, Fall 1991, 59-61. See also Colliers Magazine, February 1955. 
10 
Secret FBI photo captures amazing encounter! 
Fig. 5. Space alien visits Presidential candidate Ross Perot. Outrageously 
bizarre photographs like this have graced the covers of grocery store tabloids 
for years. With the increased abilities of digital manipulation, will these 
photo fakes become more prevalent and more realistic? 
11 
altered simply by misrepresenting the photo's origin or structure by 
miswriting its caption to describe something other than what is actually 
photographed. Correct captioning is essential for truthful representation of 
any journalistic photograph. 
The age of detectable falsifications is gone. What once would cost an 
individual $150 an hour or more in lab fees, can now be done on a standard 
home computer. The list and price range of digital photo manipulation 
programs is large and growing daily. Most are well within the affordability of 
the average photo hobbyist. With today's technology, anyone with the right 
software can take images of two perfectly innocent people, place them in an 
incriminating situation, and the innocent parties would have no means of 
proving that the photo was created from "spare parts." 12 
The possibilities for fabrications are endless. To illustrate this point, 
Life magazine took separate photos of bitter enemies Yasser Arafat, chairman 
of the PLO, and Israeli Prime Minister Yitzhak Shamir, along with a photo of 
U.S. President Ronald Reagan, and combined them to create what seemed to 
be a warm diplomatic greeting that would only be possible within the bowels 
of a computer.13 
Jim Rosenberg, an associate editor of Editor and Publisher magazine, 
summed up the feelings of many across the country: 
For photographers and editors, standards mean much 
more than just the nuts and bolts of connectivity. The 
central question from a professional point of view is how 
to use and not use technology that already has been 
employed to deceive magazine and newspaper readers. 
12 Katz, 93-94. 
13 "When Seeing Isn't Believing." Life: Anniversary Issue: 150 Years of Photography, 
Fall 1988, 160. 
Though deception is seldom the word used, the fact 
remains that deliberate changes have been made to the 
content or appearance of news, feature and advertising 
photography. 14 
What About Tomorrow? 
12 
Today's new digital wizardry can change and distort images in ways the 
photographers of yesteryear never would have dreamed. In addition, the 
speed and completeness with which these systems can work is increasing all 
the time . 
With the advent of electronic darkrooms and all the possibilities that 
exist today for altering a photograph digitally within the computer, will the 
old adage that "a photo never lies" still be the same? Will photos be 
acceptable as evidence in a court of law? 
Photography is much more than just technology . A relationship exists 
between the photographer and the work he produces. Photography, in a 
sense, shows a part of the photographer with every picture he takes . 
Sometimes that part is very revealing of the individual himself . Is he an 
honest man of integrity deep inside himself? Arthur Goldsmith, former 
Editor of Popular Photography magazine, said it best. 
Photography is a human act and therefore subjective, a 
selective act and therefore interpretive. This makes it 
possible for photography to be an art, for photographers to 
achieve a personal style-and for the camera to lie.15 
Credibility is a precious commodity, and something that should be 
protected from harm whenever possible . One of the basic assumptions of 
14 Jim Rosenberg, "Computers, Photographs and Ethics. Applying Computer 
Technology to News Photography Offers Some Exciting Possibilities, But also Raises Some 
Ethical Questions," Editor and Publisher, 25 May 1989, 40. 
l5 Goldsmith, "Exploring Photography's Electronic Future," 68. 
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news reporting, whether by word or image, is that whatever is written or 
pictorially illustrated is, to the best of the media's ability, indeed factual. 
When a photograph is altered, with only a few exceptions, the element of fact 
is removed . 
The exception here is in the area of digital enhancement for clarity 
purposes. This would be areas such as deep space telephotography or 
oceanographic exploration (see Fig . 6). Many photographic images resulting 
from such exploration are very poor in visual acuity, and as such need to be 
digitally enhanced in order to bring out the detail within the image. The 
detail or "pictorial information" is present in the original; however , without 
enhancement this detail is hard to discern or to be otherwise analyzable for 
the scientists . 
Under certain circumstances a photograph might be manipulated to 
illustrate a particular idea or theme . However, these photographs should not 
be presented in any way as documentary in nature . The photograph's 
illustration-only condition should be clearly and nondeceptively 
understandable to the average viewer . 
A clear distinction needs to be made between photographs as 
"information" and photographs as "entertainment ." In its simplest sense, 
documentary photojournalism, though sometimes amusing, is not an 
entertainment medium. Photojournalism should always be factual in both its 
content and presentation. 
The introduction of computers to the arsenal of tools a photojournalist 
uses to report the news brings out potentially destructive situations where, 
without proper care and consideration on the part of the practitioner, severe 
and most likely irreparable damage may be done to the credibility of news 
14 
Fig. 6. The Earth and moon as seen from the Galileo spacecraft. Photographs 
such as this are digitally enhanced in order to bring out the details. This 
photograph was taken by NASA's Galileo spacecraft from about 3.9 million 
miles from Earth. NASA photo, 1992. 
photography and to journalism industry-wide. If a reader has reason to 
suspect that a given photograph is fake or in any way not a genuine 
representation of fact, a connection can be made that the news stories as well 
may be just as phony. A r~lative level of journalistic credibility must be 
maintained for the media to effectively carry out their "information 
giver /public watchdog'' role in society. Without a basic trust on the part of 
readers that the contents of a publication, for the most part, are factual, the 
entire journalism industry suffers. 
15 
Alteration of photographs is nothing new . People and publications 
have been at it since the invention of photography itself . Until now, 
however, this has not been a great threat to the media's credibility. This is, in 
part, due to the inherent performance difficulty and flaw detectability of 
former manipulation techniques. Digital imaging capabilities now greatly 




A HISTORY OF PHOTOGRAPHIC DECEPTION 
Photography's Pioneers 
Over the many years, photographic practitioners have sought to 
visually express their perspective of the world through the pictures they 
present. For some, this is a fairly straightforward, no nonsense approach. For 
others, it is somewhat harder to attach any label of total honesty or reality. 
Many of these photographers have had no qualms whatsoever about 
manipulating their photographic images to show a more "creative" view of 
the world. 
"The earliest photographic innovators ... were actually artists who 
were drawn to the technique in search of painterly illusions." 1 They were 
searching more for the aesthetic beauty and artful representations of a setting, 
rather than the factual presentation of actual happenings or physical views. 
"From the moment photography was invented, many of its practitioners 
eagerly sought ways to liberate themselves from things as they are, improve 
on nature, create fantasies, and shape the camera's image to their heart's--or 
their customer's--content." 2 
The first known photographic hoax was a self-portrait made by 
Hippolyte Bayard in 1840 (see Fig. 7). Bayard, a French photographer, was a 
pioneer in the process of making direct positive photographs on paper. For 
his own macabre reasons, he staged his own drowning and photographed his 
1 Donald R. Katz, "Why Pictures Lie," Esquire, June 1990, 95. 
2 Arthur Goldsmith, "Photos Always Lied: Think We Had to Wait for the Computer 
to Fudge Photographic Images? Nonsense!! We've Been Doing it Since 1840," Popular 
Photography, November 1991, 69-70. 
Fig. 7. Hippolyte Bayard's faked drowning. To attract attention both to 
himself and to his process of direct positive photographs on paper, Bayard 
faked this photograph of his own drowning, 1840. 
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own pretend corpse. Upset over the lack of respect his work was being given 
(compared to the accolades for Daguerre's famous daguerreotype process), 
Bayard produced the drowning photograph. He was not dead, however. The 
photograph was a phoney he had set up in order to attract attention and to 
protest this perceive~ injustice.3 
3 Ibid., 70. 
Fig. 8. LeGray's "The Great Wave." This photograph is a combination 
printing of two negatives. One negative was used for the waves and rocks, 
and another for the clouds . Photo by Gustave LeGray, 1865. 
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Other photographers used various methods to manipulate images 
solely for art's sake. For dramatic effects, Gustave LeGray of France was 
known to have sandwiched negatives of billowy clouds with negatives of 
scenic seascapes (see Fig. 8). By combining two negatives he was able to utilize 
the best effects of two different scenes. Where no clouds were present, LeGray 
was able to improve on nature and create some. 4 
4 Beaumont Newhall, The History of Photography (New York: The Museum of 
Modem Art, 1982), 74. 
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The extremes of multi-negative printing were heavily pushed when 
Swedish photographer Oscar G. Rejlander used some 30 negatives of 
numerous models and expansive stage settings to produce his masterpiece 
entitled ''The Two Ways of Life" (see Fig. 9).5 Laboring for several weeks, 
printing and overprinting negative after negative to produce the final 31x16 
inch print, Rejlander was able to produce an image as ambitious and complex 
as anything produced today . 
Wartime Forgeries 
Photography during wartime presents (and has for as long as cameras 
have been at the battlefields) the temptation and availability for 
photographers of less than saintly ethical values to "fudge" on the factualness 
of a picture here and there . By their very nature, wars have always been 
events of high news value. Unlike run-of-the-mill park muggings, wars tend 
to get people's attention and sell lots of newspapers . As such, journalists are 
on the proverbial ''hot seat" to get the best stories and/ or photographs that 
they can within their respective abilities and time constraints . In the drive to 
outshoot one's contemporaries, the temptation to falsify a photograph is 
sometimes too great for some photographers to resist. 
Civil War Body Snatchers 
Unlike warfare of today where facts surrounding a photograph are 
readily verifiable, the photographers of the Civil War were left with the task 
of recording the events of history with usually only their conscience to 
prevent them from stretching the truth somewhat or outright fabrication of 
5 Goldsmith, "Photos Always Lied," 70. 
Fig. 9. Oscar G. Rejlander's "The Two Ways of Life." This photograph, a composite of 30 different negatives, 
took six weeks to produce the final print. Following its opening display in 1857, the photograph was 




stories and scenes. One such photographer who was not beyond bending the 
truth at times was Alexander Gardner. Gardner, a former assistant of 
presidential photographer Mathew Brady, was no stranger to war-time field 
photography. During the Civil War, Gardner was rather prolific in his 
photographic exploits. He is reported to have photographed more than three-
quarters of the photographs of the advance of the Army of the Potomac. 6 
It seems Gardner was not beyond setting-up a scene when the 
circumstances were not quite to his liking. When Gardner photographed the 
aftermath from the battle at Gettysburg, apparently he felt there were not 
enough bodies in the positions that would show the scene as graphically as he 
would have liked. It appears that Gardner photographed one soldier, a Union 
sharpshooter (sniper), in one location, then dragged the body along with his 
gun, hat, and ammo bag to another location.7 He then photographed the body 
again in the new location, this time identifying him as a Confederate 
sharpshooter (see Fig. 10 and 11). 
Through Gardner's intervention, this soldier was able to change his 
allegiances in the war even after his death. While he may have been fighting 
for one side of the war in life, in death he was shown having fought for both 
the North and the South. It is also interesting that in Gardner's printing of 
these photographs in Gardner's Photographic Sketch Book of the War, he 
numbers these two photographs next to each other. 8 
6 James D. Horan, Mathew Brady: Historian with a Camera (New York: Crown 
Publishers, 1955), 40. 
7 "The Sharpshooter," Time: 150 years of Photojournalism, Fall 1989, 6. 
8 Alexander Gardner, Gardner's Photographic Sketch Book of the War (Washington 
D.C.: Philp & Solomons, Publishers, 1866; reprint, New York: Dover Publications, 1959, Plates 
40 & 41. 
Fig. 10. Alexander Gardner's Union Army sharpshooter. 
Fig. 11. Alexander Gardner's Confederate Army sharpshooter. The 
body in this photograph is the same as the one in Fig. 10. Gardner 
moved the body to this location to stage this scene. 
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It is somewhat of a contradiction then that Gardner himself 
commented that written accounts of the War, "may not have the merit of 
accuracy; but photographic presentments of them will be accepted by posterity 
with an undoubting faith."9 
Pictures from this time were also altered by the very process that put 
them into publication . Due to the inability to reproduce continuous-tone 
images in publications, images were hand carved as woodcuts that could then 
be inked-up along with raised type text and printed in newspaper or magazine 
form . The woodcuts were never exactly the same as the photograph. The 
technique simply did not lend itself to exact replication of anything. Minor 
changes were inevitable. Sometimes the woodcut artist took some artistic 
license with his carving and embellished the scene somewhat. Adding a few 
details here and there was an accepted practice of the time. 
In one instance, a woodcut picture from Harper's Weekly during the 
last of the war shows a large field strewn with bodies (see Fig. 12). The image 
is actually a combination of two photographs with a few extras added for 
effect . The body from Gardner's photograph of the Union sharpshooter (see 
Fig. 10) has been added to the foreground of a photograph by T.H. O'Sullivan 
(see Fig. 13). A stormy skyline and a broken field cart have been also added to 
set a more sombre mood. 
Falsification of wartime photos did not end with the Civil War. As we 
will see, any time there is a newsworthy event, someone will show up who 
will try to pass off their own brand of phony "news" as honest 
photojournalism. 
9 William C. Davis, ed., Shadows of the Stonn (Garden City, N.Y.: Doubleday & 
Company, 1981), Vol.1, The Image of War: 1861-1865, 10. 
Fig. 12. Woodcut image for Harper's Weekly (1865). This image is 
actually a combination of O'Sullivan's photo (Fig. 13), Gardner's 
photo (Fig.10), and a vast amount of artistic license. 
Fig. 13. T.H. O'Sullivan's Civil War "A Harvest of Death ." 
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World War I "Dea th in the Air'' 
Following closely in the footsteps of Gardner and other early photo 
fakers was a man named Wesley Archer . An American pilot who had flown 
for the British Royal Flying Corps during World War I, Archer produced 
what the Illustrated London News described as, "The most extraordinary 
photographs ever taken of air fights in [World War I]." 10 
Unfortunately, these extraordinary photographs are nothing more than 
a talented hoax. Following the war, Archer worked for the then budding 
movie industry as a set designer and model maker. With his knowledge of 
World War I aircraft, along with his new skills as a model maker, Archer was 
able to produce some very realistic replicas to use in his photographs . The 
models were hung by thin wires and then photographed against a black 
background. The background was used to help conceal the support wires .11 
Different negatives could be sandwiched together, printed, and then 
rephotographed to show several planes in the air at once. 12 The sky 
background for the prints could then be added in the same way . 
Created in his Nyack, New York backyard almost a decade after the war, 
the photographs show dramatic aerial dogfight scenes, mid-air collisions, and 
in one photograph, a pilot falling head first to his death from his flame-
engulfed plane (see Fig. 14). 
Archer concocted a rather detailed story about how the photos had been 
taken by an anonymous pilot who, after much trial and error, was able to 
photograph the aerial scenes using a camera taken from a downed German 
10 Edwards Park, "The Greatest Aerial Warfare Photos Go Down in Harne. National 
Air and Space Museum Sleuths Add a Dramatic Climax to the Mysterious Saga of Famous 
Photographs from World War I," Smithsonian, January 1985, 105. 
11 Ibid., 108. 
12 Ibid., 110. 
Fig. 14. Aviator falls to his death. This 
photo, created by WWI aviator Wesley 
Archer, appears to show the death of a 
falling pilot, but is in actuality only a 
miniture model. 
World War II Setups 
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plane and then strapped to the 
underside of his plane's wing. The 
mystery pilot's name was 
supposedly withheld because of 
Royal Flying Corps regulations 
against taking any unofficial 
combat photographs. Archer wrote 
the whole story down in book 
form and published the hoax as 
Death in the Air, supposedly by 
this unnamed mystery pilot. 
Had it not been for the large 
number of photographs (nearly 60 
"publishable" shots in all) and a 
few inconsistencies in the photos' 
details, the stories from Death in 
the Air might have lasted 
undetected forever . 
Journalists from the World War II era also found themselves in the 
position of having to be both reporters of the war's events as well as 
cheerleaders of sorts for the war effort. 
Though they were not true journalists in the strictest sense of the term, 
the British Army Film and Photographic Unit was responsible for recording 
the war's events and deliver these images for all the world to see. The public 
back on the homefront heard of great battles, saw the photographs, and 
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thought they were seeing actual combat. On the contrary, many of these 
photographs are outright fakes. 
An October 1942 photograph titled ''The Taking of Tobruk" was 
actually a recreation of the fighting staged several days after the actual battle. 13 
Soldiers appear frozen in mid-attack, while smoke bombs burst around them 
sending the whole scene into a dramatic display of make-believe combat (see 
Fig. 15). 
In a similar manner, a 1943 cover photograph of the British illustrated 
magazine Parade depicts a rather slovenly kept German soldier with the 
accompanying caption "Master Race" (see Fig. 16). The individual on the 
cover, however, was actually "the ugliest Arab they could find in the streets of 
Cairo and whom they dressed up in a sort of uniform." 14 
The practice of faking photographs was not limited to the military and 
its photographers. Many of the journalists covering the war were also caught 
up in the cheerleader role to build morale for the war effort both at the front 
and at home . Even the big name photojournalists were not immune from 
such things . 
To many photojournalists the name of W. Eugene "Gene" Smith is 
one of honor and respect as one of the greatest photographers and journalists 
to ever sling a camera over his shoulder . Smith was one of the first to use the 
rapid and much smaller 35 mm cameras rather than the cumbersome 4x5 
Graflexes or Speed Graphics that were the mainstay for photojournalists from 
the 1920s to the 50s. Smith's editor when he was a staff photographer 
13 Alain Jaubert, Making People Disappear: An Amazing Chronicle of Photographic 
Deception (Washington: Pergamon-Brassey's Int . Defense Publishers, 1986), 177. 
14 Ibid ., 177. 
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Fig. 15 (above). The taking of Tobruk. 
This October 1942 battle scene was 
staged several days following the 
actual battle. The photo by Britain's 
Army Film and Photographic Unit's 
Sergeant Chetwyn was made using 
smoke bombs and a little reenactment 
creativity. 
Fig. 16 (left). The ugliest Arab. For this 
cover of the British illustrated magazine 
Parade, the photographer dressed up 
"the ugliest Arab they could find in the 
streets of Cairo." 
29 
with Newsweek magazine once tried to prohibit Smith from using the 
smaller camera. IS 
Smith was known for always getting the great photographs no matter 
what the personal risks might have been. To get photographs for a Life 
magazine story on an oil boom town, Smith first survived a small aircraft 
crash into a fence and then later almost fell to his death from the top of a 140-
foot rotary oil rig .16 
Smith photographed all over the world in both wartime and peacetime 
and gained a reputation as a great documentary photojournalist . Some of his 
photographs were hardly documentary, however. On at lease two occasions, 
Smith either altered the image or downright fabricated the entire scene . 
Smith needed a striking, eye-catching photograph for a 1942 Parade 
magazine article titled the ''Portrait of a Top Sergeant" (see Fig. 17 and 18). 
The magazine sent Smith to Fort Devens to find and photograph the "ideal" 
Top Sergeant. For the final photograph of the article, Smith wanted a shot of 
the story's subject, First Sergeant James Crenshaw " . . . leading his men 
against a barrage of enemy artillery, with a private behind him." 17 However, 
the Army declined Smith's request. They did not want to endanger Army 
personnel. ''The Army can't offer soldiers as props for such a picture," said an 
Army ammunition officer, "they might be blown to bits!" 18 
IS Peter Martin, "The Kid Who Lives Photography," The Best of Popular 
Photography (New York: Ziff-Davis Publishing Company, 1979), 54. 
l6 Ibid ., 55-56. 
17 Jim Hughes, W. Eugene Smith: Shadows & Substance: The Life and Work of an 
American Photographer (New York: McGraw-Hill Publishing Company, 1989), 76. 
18 Martin, 51. 
Fig. 17 (left). W. Eugene Smith at Fort Devens (first 
take). This photograph was used with Smith's article 
''Portrait of a Top Sergeant'' for Parade magazine. 
Fig. 18 (below). W. Eugene Smith at Fort Devens 
(second take). Note the cable release in his left hand. 
This photograph won first prize for black-and-white 
photography at Popular Photography's picture 




'We said, 'Fine, we'll be the soldiers,"' 19 remarks Allan Sloane, Smith's 
reporter and sidekick for this and many other Parade articles . Setting up 
photos like this was not uncommon as we have seen. Peter Martin, a Parade 
photographer /writer of the time remarks, "Gene always knew how to get a 
dramatic picture . We all did. The result was that sometimes we fabricated 
things ."20 
Smith's idea was to dress himself and Sloane as soldiers and set off 
dynamite under a gravel-covered stump 21 to simulate an unseen enemy 's 
artillery fire . Sloane remembers the occasion like this: 
They out fitted us in uniforms . I was the private . Gene 
was the sergeant. They told us we had one chance, they 
were not going to do it twice . They set hundreds of 
pounds of black powder explosives behind us. Gene 
planted his camera low on a tripod, and piled sandbags 
completely around it. "On the count of three," they said, 
"we are going to push the plunger ." Gene had a 40-foot 
cable release in his left hand . On three, he pushed, too . 
We both fell flat on our faces, as we were instructed .22 
Smith was not sure he had the shot he needed, so he talked the 
ammunition officer into setting up the shot for a second try . This time he had 
them place two sets of explosives rather than the previous single charge . 
Parade preferred and used the first shot23, while the second shot won first 
prize for black-and-white photography in Popular Photography's picture 
contest that year.24 
19 Hughes, 76. 
20 Ibid., 75. 
21 Martin, 51. 
22 Hughes, 76. 
23 Ibid., 76. 
24 Arthur Goldsmith, "Through a Lens Darkly: Ideas and Images by W. Eugene Smith 
the Great American Photojournalist," Popular Photography, November 1989, 61. 
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Some twelve years later in 1954, Smith once again fabricated an image 
while working on photographs for a Life magazine article on Nobel Peace 
Prize winner Doctor Albert Schweitzer. In contrast to the Fort Devens 
photograph, this time the manipulation was made to the image after it had 
been taken rather than setting up a fake situation. 
Smith had traveled to Schweitzer's village and leper hospital in 
equatorial Africa to photograph the doctor and try to uncover some of the 
myth and almost superhuman persona surrounding the man. To Smith, 
superficiality was untruth. 25 The problem facing Smith was that Schweitzer 
placed restrictions on just what he could and could not shoot . 
Dr. Neville Grant, another visitor to the village, remarks concerning 
Schweitzer's strictness towards photography: 
Every picture taken [must] be posed, for fear that one 
picture might come out showing him angry or upset. In a 
funny way, Schweitzer was caught in his own myth, that 
he was the world's only living saint. This myth had been 
built up about him, and he hated for people to be 
disappointed. 26 
On Smith's return to New York, he set about making the prints for 
delivery to Life. Given the constraints placed on Smith by the doctor, and the 
heavy pressure to produce the needed photographs, Smith may have been 
tempted to enhance an image to fit the bill. For one photograph showing 
Schweitzer working with the lepers on a construction project, Smith added a 
silhouette outline image of a hand holding a wood-saw (see Fig. 19). The 
hand and saw appear in the lower right corner of the finished print, but in the 
negative no such image is present. Smith was trying to add some needed 
25 Hughes, 316. 
26 Ibid., 315. 
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Fig. 19. Doctor Albert Schweitzer working with the lepers in equatorial 
Africa . The silhouette of the hand and saw in the lower right hand corner of 
the photograph was added later by sandwich printing the original frame with 
a second negative shot in New York. Photo by W. Eugene Smith, 1954. 
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detail and strengthen the impact of the photograph by sandwiching two 
negatives together, the one of Schweitzer and a second one made later in 
New York, and printing the composite image.27 "Through the years, Smith 
made a number of master prints and corresponding copy negatives of this 
now-famous photograph, and in each the location of the inserted hand and 
saw is slightly different."28 
This addition to the photograph was probably only an enhancement of 
reality to Smith. Smith "had no qualms about turning day into night in his 
photographs." 29 He believed that artistic subjectivity or poetic license was 
permissible if it enhanced the truth .30 Smith's photographs are presented as 
documentary of specific scenes that occurred while Smith visited Schweitzer's 
village and hospital, but as we can see, this is hardly the case. 
Soviet Propaganda 
The propaganda machine of the former Soviet Union has been very 
astute at creating the visual images needed to portray the ideal society and 
people. Photographs have been routinely retouGli.ed by many departments of 
the government in order to cover up any situations that might prove 
embarrassing or otherwise detrimental to those in power. The author George 
Orwell was not far from the truth in his book 1984 when he wrote of" ... 
elaborately equipped studios for the faking of photographs."3 1 There may or 
may not have been studios set up for this purpose, but photographs were 
27 Ibid., 323. 
28 Ibid., 574. 
29 Goldsmith, "Through a Lens Darkly," 176. 
3o Ibid., 61. 
31 Jaubert, Introduction. 
routinely faked or altered to hide details that might otherwise have proved 
embarrassing. 
The Soviet Boss Men 
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With the current feelings of glasnost and reform, leaders of what has 
until recently been known as the Soviet Union have allowed greater freedom 
in what is permissible to print . The leaders have allowed themselves to be 
shown more humanly , complete with all (or at least most) of their faults . For 
example, Gorbachev's prominent birthmark is plainly visible in all his official 
portraits and news photographs. 32 Other restrictions have also been loosened . 
This has not always been the case, however. 
Over the Soviet Union's spotted history, innumerable photographs 
have been "doctored" to either remove undesirable individuals or to clean up 
imperfections in the subject to present a "better than reality" impression . 
One such altered photograph shows the general secretary of the 
Communist Party, Nikita Khrushchev, standing with Cuban leader Fidel 
Castro in May of 1963 when the latter was presented several honors, 
including the "Order of Lenin" medal. Standing just behind Khrushchev is 
Leonid Brezhnev who was the president of the Supreme Soviet Presidium at 
the time (see Fig. 20 and 21). 
The version of the same photograph that was published in the Soviet 
Union that year shows Khrushchev and Castro but Brezhnev has 
mysteriously vanished. Khrushchev, who was probably suspicious of the 
ambitious Brezhnev, was most likely the one responsible for having the 
image of his eventual successor removed . One year later, Khrushchev was 
32 Goldsmith, "Photos Always Lied," 72. 
Fig. 20. Fidel Castro meets with Nikita 
Khrushchev and Leonid Brezhnev. 
Fig. 21. Fidel Castro meets with Nikita 
Khrushchev (without Brezhnev). 
Note how the image of Brezhnev has 
been removed from the background. 
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ousted from power and Brezhnev 
ascended to be the head of the 
Soviet government. 33 
Attempts at rewriting 
history are usually done for 
political reasons, and far from 
being anything new. In the first 
century A.D., the Roman Senate 
had an emperor's face chiseled 
from sculptures to remove any 
record of his likeness.34 
Another example of the 
false front that the Soviet 
government attempted to portray 
shows in the 1980 official portrait 
of Brezhnev (see Fig. 22 and 23). 
Photographs taken in January of 
that same year by French 
journalists covering meetings 
between Brezhnev and Jacques 
Chaban-Delmas, president of the 
French National Assembly, show 
a man great with age and whose 
33 Jaubert, 170. 
34 "Bye-Bye, Boris: A Crash 
Course in Russian Photo Fakery," Life, 
December 1986, 67. 
Fig. 22. Leonid Brezhnev-1980. Photo 
by Arnaud de Wildenberg. 
Fig. 23. Leonid Brezhnev (official 1980 
Soviet portrait). 
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face is flabby and greatly swollen. 
The Soviet government's official 
portrait from the same year, 
however, shows a much younger 
looking man. In like manner, 
official photographs of Josif Stalin 
show his deeply pockmarked face 
~s "smooth as a boiled egg."35 
The Brezhnev portrait is 
supposedly a 1980 photograph 
because it is precisely dated as such 
and includes a medal on his lapel 
that had been given to him just 
the year before. Clearly, several 
1980 elements of the man were 
added to a photograph taken many 
years earlier. It is obvious that the 
only thing short of a Richard 
Simmons weight loss miracle that 
could make the face in the French 
journalists' photographs look as it 
does in the portrait is a talented 
retouch artist and many hours of 
hard work. 
35 Goldsmith, "Photos Always 
Lied," 72. 
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The Soviet Space Program 
Alteration of photographs is not something that has been used strictly 
for the blemishes in their leaders. The Soviet space program is another area 
where the leaders would not want any "ugly ducklings" showing. Space 
exploration is generally an area of great excitement and is also potentially 
high propaganda material for the Soviet system. There could not be any 
blemishes in what the Soviets showed to their comrades and to the world. 
Anything that might possibly prove embarrassing for them would be 
censored, and on several occasions they did. 
When Soviet cosmonaut Yuri Gagarin aboard his Vostok spacecraft 
first ventured into outer space on April 12, 1961, the propaganda machine 
kicked into gear once again to make reality corrections to photographs 
pertaining to the Soviet space program. Photographs taken of Gagarin on his 
return to Moscow show him with his mouth hanging open and his eyes in 
deep shadow. By the time the photograph had made its way to the 
publications, his eyes had been retouched and highlighted and his mouth had 
been closed to present a more dignified look.36 
A few weeks following Gagarin's famous flight, the entire manned 
space-flight team took a month-long vacation at the Black Sea resort of 
Sochi. 37 While they were in Sochi, a photograph was taken showing nine 
men (five seated and four standing) gathered in an informal group pose (see 
Fig. 24 and 25). In the photograph are Sergei Korolev, head of the space 
program, along with Gagarin and other cosmonauts who would themselves 
36 Jaubert, 167. 
37 James E. Oberg, Red Star in Orbit (New York: Random House, 1981), 150. 
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Fig. 24. Cosmonau~ group vacation in Soehl (original image). 
Fig. 25. Cosmonaut group vacation in Sochi (altered version). The image of 
Vladimir Komarov has been removed from this version of the photograph. 
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fly into space at various future times. The photograph was subsequently 
published (as it had been photographed) in Life magazine later that year. 38 
Following Gagarin's death in a 1968 training jet crash 39, the photograph 
was republished in a Soviet book highlighting the first years of the Soviet 
space program. This version, however, shows only eight individuals rather 
than the nine formerly present in the picture. One cosmonaut is missing 
from the back row of the photograph. Interestingly, the missing person is 
Vladimir Komarov 40, a cosmonaut who had died only a short nine months 
before Gagarin aboard the first planned space linkup 41 (Soyuz-1), and who had 
been the leading member of the first group of cosmonauts selected in 1960.42 
Another display of mysteriously disappearing comrades can be seen in 
a photograph taken shortly before Gagarin's 1961 flight (see Fig. 26 and 27). 
The original photograph shows Soviet missile chief Kirill S. Moskalenko and 
Sergei Korolev, head of the Soviet space program, talking to Gagarin prior to 
launch. Moskalenko is standing between Gagarin and Korolev. In a later 
published version of this photograph (Fig. 27), Moskalenko has vanished into 
thin air, leaving Korolev and Gagarin carrying on the same conversation they 
had been engaged in prior to Moskalenko's disappearance. 43 The image of 
Moskalenko was simply "wiped away." Background detail was painted over 
the image of Moskalenko and blended into the surroundings. This was likely 
an attempt to downplay the military presence in the Soviet space program. 
38 "Bye-Bye, Boris," 68. 
39 Oberg, 240. 
40 Jaubert, 168. 
41 Oberg, 93-94, 241. 
42 Ibid., 241. 
43 "Bye-Bye, Boris," 67. 
Fig. 26. Soviet space officials have 
last minute conversation with Yuri 
Gagarin (original image) . This 
photograph was taken shortly before 
Gagarin's 1961 space flight. Note the 
presence of Soviet missile chief Kirill 
S. Moskalenko in the background. 
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Fig. 27. Soviet space official has last 
minute conversation with Yuri 
Gagarin (altered version). In an 
attempt to downplay the military 
presence in their space program, the 
image of Moskalenko was removed 
in this version of the photograph. 
Whatever Sells 
The term "propaganda" is usually reserved for political attempts to 
spread a government's views and ideologies. The Soviets used it. The Nazis 
used it. Even the lily-white, holier-than-thou Western world countries use it. 
Its use is not limited to just governmental concerns. Today we usually refer to 
it simply as "advertising." Over the years, people have begun to see that 
photographs could be effectively used to sell almost anything . 
P.T. Barnum was one of the masters of the photographic hoax for 
advertising purposes. In 1865, Barnum used a photograph of his star, the 
midget Tom Thumb, and his wife, Lavinia Warren, holding what is reported 
to be their one-year-old baby girl, for promotional purposes (see Fig. 28). 
Barnum was successful in his attempt to rejuvenate interest in the 
undersized couple. The fact was that the couple never actually had any 
Fig. 28. Tom Thumb and "family." 
The child pictured with the 
diminutive couple was not theirs. The 
couple had no children of their own, 
so one was ''borrowed" for the 
photograph. 
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children, and the baby in the 
picture had only been borrowed 
for the photograph. 44 
In the ever increasing need 
to sell more newspapers, the New 
York Graphic went far beyond the 
limits of journalistic integrity 
. during the 1920's 
with phony sensational news 
photographs. The Graphic, 
commonly refered to as the 
''Pomo Graphic," developed what 
they called the composograph. The 
first use of their composite image 
creation method was used for the 
Kip Rhinelander divorce trial. The 
wealthy Rhinelander wanted to 
annul his marrage. At one point 
of the trial, his wife's lawyers had her undress down to the waist in court. To 
the Graphic's dismay, the judge cleared the courtroom of photographers prior 
to the unveiling. 
Not to be without the desired photograph, the Graphic's managing 
editor Emile H. Gauvreau set up a fake courtroom scene, and hired a chorus 
girl to act as the disrobed Mrs. Rhinelander. Faces of the other courtroom 
44 Goldsmith, "Photos Always Lied," 71-72. 
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Fig. 29. The New York Graphic's "composograph" photos. When cameras 
were not allowed inside the courtroom during a sensational divorce trial, the 
New York Graphic's managing editor Emile H. Gauvreau had the scene 
staged in the newspaper's office with actors playing the parts of the courtroom 
individuals. The faces of the actual people were then superimposed onto the 
posed actors in the fake courtroom photograph. 
characters were superimposed onto the posed individuals in the fake 
courtroom photograph (see Fig. 29). The whole process took twenty different 
photographs to produce. 45 
For one photograph to go along with an article about the juicy divorce 
trial of "Daddy" Edward Browning and his teenage wife, Peaches, Gauvreau 
hired two models, arranged a bedroom scene, and had the models frolic 
45 Kenneth Kobre, Photojournalism: The Professionals' Approach (New York: Curtin 
& London, 1980), 17. 
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around as the trial's testimony had reported. 46 Again, faces of the actual 
characters were superimposed over those of the models. 
The grocery store tabloids also use altered or fabricated photographs to 
sell their publications. Many readers understand that the pictures should be 
suspect just by their inclusion in this type of publication, but unfortunately 
many readers do not, and trust these falsities explicitly. 
In the mega-bucks movie industry, those in front of the camera as well 
as those behind the scenes use photographs to sell their craft. Movie 
producers sell the movies, and the actors and actresses try to sell themselves. 
Because selection to acting roles is largely based on the person's public 
popularity, the individuals always want to look their best. In the case of 
actress Betty Grable, publicity photographs were required to be airbrushed to 
remove any visual .imperfections from her million-dollar legs. 47 
In today's world of cosmetic surgery for everything from tummy tucks 
to lip augmentation, you would think that this type of retouching to 
photographs would not be needed any further . On the contrary, retouching of 
advertising photographs is as prevalent today as ever before. 
For still another example of the attempts that individuals have made 
to fool some people and sell something, we can look to photographs taken of 
the Brazilian medium Carlos Mirabelli during the 1930s. In this instance the 
selling taking place is Mirabelli trying to sell himself as a genuine paranormal 
medium. One photograph in particular shows Mirabelli wearing a white lab 
coat, and appearing to levitate several feet in the air48 (see Fig. 30). 
46 Goldsmith, "Photos Always Lied," 71. 
47 Ibid., 72. 
48 Gordon Stein, "Famous Levitation Photo is a Fake," Skeptical Inquirer, Winter 
1991, 119. 
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Using this 1934 photograph 
and others, Mirabelli tried to 
prove that he had special powers 
capable of dramatic paranormal 
feats . For years, no one has been 
able to explain away this image. 
All known copies of this 
photograph had been reproduced 
from previously printed poor 
quality copies . Recently, however, 
an original print of this 
photograph, signed by Mirabelli 
himself, was located in the 
Manuscript Room of the 
Cambridge University Library . 
Looking at the much clearer 
original photograph makes it 
easier to detect the falsification. To 
achieve the levitation effect for 
Fig. 30. Mirabelli's "levitation" act . 
Carlos Mirabelli, a self-proclaimed 
medium capable of fantastic 
paranormal feats, appears to be 
levitating several feet in the air. In 
fact, Mirabelli was simply standing on 
a step ladder which was later 
retouched out of the photograph to 
create the appearance of actual 
levitation. this photograph he simply stood 
on a stepladder of some kind. He 
(or an assistant) then simply "removed" the stepladder from underneath by 
chemical retouching. The pattern from the flower print wallpaper was 
retouched over the stepladder in the print, giving the illusion that Mirabelli 
had been levitated by some supernatural power. 49 
49 Ibid., 120. 
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CHAPTER III 
THE ETHICS OF PHOTOGRAPHIC MANIPULATION 
The new highly sophisticated computer technologies are, according to 
Newsweek, "assaulting the meaning of the picture ." 1 The fabrication of new 
images by the meaningful alteration of a photograph or the combining of two 
or more photographs into one new photo can create some startling results. 
Unfortunately, the line between whimsical creations of fantasy and 
down right fakery have not been clearly defined yet. The two extremes are 
fairly clear, but the precise demarcation between them is still under debate . 
The new technologies are coming whether we are ready for them or not. Our 
capabilities may be ready, but are our ethical reasoning abilities ready as well? 
Are today ' s journalists prepared to risk their journalistic credibility on current 
manipulation standards? 
Photo manipulation brings out many important issues that need to be 
addressed and effectively dealt with . For instance, what will be the impact of 
photo image alterations on the acceptance of photographs as evidence of 
anything? Should the same standards be applied equally to news, feature, and 
illustration photographs? Do photographers need to start warranting that 
their photos are "alteration-free" to maintain the image's (and the 
photographer's) credibility? Because the journalism profession basically lives 
or dies based on its credibility, and image manipulation has the potential to 
destroy it, who should be in control of the manipulation process? 
1 Arthur Goldsmith, "Photos Always Lied: Think We had to Wait for the Computer 
to Fudge Photographic Images? Nonsense!! We've Been Doing it Since 1840," Popular 
Photography, November 1991, 68. 
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On the other hand, do we need a blanket prohibition against photo 
manipulations, or is it possible there are advantageous uses for these 
technologies? Hollywood and big-budget advertising have been using these 
capabilities for a few years now. So far we have had few complaints there. 
Image enhancement for research and digital image recreation in criminology 
are other areas where these technologies are finding a home. 
As we will see, these issues encompass a wide range of topics for 
discussion, but we should first touch on what photo manipulation is before 
casting a verdict on the whole matter. 
What are Photo Manipulations? 
What exactly do we mean by photo manipulations? In simplest terms, 
these are any changes made to a photographic image. The photographer can 
manipulate a photograph at various stages in the image's creation: in the 
camera at the time the photo is taken, later in the darkroom printing, or even 
on the computer's screen. In addition, these alterations can be done at the 
initial image development or at a much later time . 
Image manipulation at the time the photo is taken, or point of origin, 
can be achieved through the photographer's choice of lenses, films, or filters, 
to name a few. The angle he shoots from may conceal an unwanted detail 
that he can conveniently hide within the scene. His choice of lens can either 
dramatically accentuate the foreground, or compact large distances into an 
apparent few feet. 
We should not assume, however, that all photo manipulations are 
bad. Manipulation of photos can actually, given proper constrains, be a benefit 
and an improvement to the image. Generally, any manipulation that does 
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not change the meaning, but only enhances the message conveyed by the 
photograph, would be a nonintrusive alteration. Such alterations might 
include "dodging," ''burning," or cropping of the photo. 
Burning, sometimes referred to as "burning in," is the selective 
darkening of a given area within a photograph. This is done to down-play 
particular objects within the image that might otherwise distract the viewer 
away from the central subject or theme of the photograph. In comparison, 
dodging is the lightening of a particular area of a photo to help draw the 
viewer toward areas of the photograph with important informational 
content, and away from other less critical areas. Cropping is the complete 
removal of selective parts along the edge (top, side, or bottom) of a 
photograph to cut out extraneous, nonessential areas. 
Any of the three can be either proper or improper depending on their 
usage . Manipulations of this kind might be perfectly acceptable in one setting 
but inappropriate or unethical in another setting. These methods are nothing 
new to photography. They and several others have been around and widely 
practiced long before computers got into the game. 
What is new is the ability to make alterations much faster and cleaner 
than ever before. Using laser technologies originally designed to scan 
continuous tone photographs for color reproduction and wire service 
transmissions, the computer can take a photographic image and convert the 
photograph's image information into digital data called "pixels." 2 
Because these pixels are "in a computer they are mobile, numerical 
data. Objects can easily be removed, cloned, deleted, or combined with other 
2 Shiela Reaves, "Digital Retouching: Is There a Place for it in Newspaper 
Photography? An Examination of the Ethics," News Photographer, January 1987, 24. 
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objects. Pixels can be changed as to their color and brightness." 3 Entire areas or 
select objects within the photograph can be moved to other places within the 
image to create visual situations that never really occurred. "Because a 
computer's business is manipulating digits, it can easily rearrange them, 
increase or decrease the values they represent, or make them disappear 
entirely." 4 The computer has the ability to alter and change an object's color 
to any one of 16 million colors.5 
A photographic image can be represented in the computer by various 
levels of resolution. In the not so distant past, the number of pixels you could 
code in a 35-mm film frame was thought to hold back the digital imaging 
revolution. The image resolution of silver-based film emulsions was much 
greater than that of the computers. With today's computers working with a 
million pixels to the inch 6 or better, resolution is no longer a stumbling block. 
These tiny pixels can be smaller than the grain structure of the original 
photograph itself. With changes being made at this infinitesimally small 
level, it is next too impossible to distinguish the "real McCoys" from the 
phonies. 
The potential for misuse is great. "The new technology has the 
potential of undermining our faith in photography as a reflection of reality," 
says Edward Klein, editor for the New York Times Magazine 7. Figure 31 
shows one example of what can be done. Proper ethical standards will always 
3 Ibid. 
4 Bennett Daviss, "Picture Perfect: The Latest Computer Technology is Spreading a 
New Visual Medium-the Perfectly Faked Photo-So Fast it's Making Experts Uneasy.," 
Discover, July 1990, 56. 
5 Ibid. 
6 Donald R. Katz, "Why Pictures Lie," Esquire, June 1990, 94. 
7 "Retouching Poses Ethical Questions," Folio: The Magazine for Magazine 
Management, March 1985, 19. 
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Fig. 31. "Footsketball." For this combination football/basketball image, parts 
of three separate photographs have been combined and manipulated using 
Adobe Photoshop . The ball and hand come from one photo, the backboard 
from another, and the players and background from yet another. About an 
inch at the top of this image was created using background crowd detail from 
the football photograph. Photos by Doug Lind. Copyright© 1992. 
be an important cornerstone of the journalistic profession. "Electronic 
technology doesn't change the need for ethics but it makes it possible to do 
more, do it slicker, and permit less knowledgeable people to do it easily," 
notes Jackie Greene, USA Today's director of photography. 8 
Journalism's Credibility 
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The journalism profession will always live or die by the public's faith 
in the media to factually portray this "reflection of reality." Without that 
faith, the power of journalism is lost. Michael Morse, former president of the 
National Press Photographers Association (NPPA), points out that "credibility 
is the absolute foundation of our profession." 9 One can never have too much 
credibility . However, one can very easily run short of it. "Credibility is a 
precious commodity and one too valuable to give up for a cliche--especially 
for a medium supposedly 'worth a thousand words,"' notes Cleveland Plain 
Dealer graphics editor, Bill Ostendorf.IO Journalists should be always 
conscious of the effects their actions will have on their credibility, and strive 
to protect it from harm at all times. 
One would hope the reading and viewing public act on the assumption 
that the words they read and the images they see are (to the best of the media's 
ability) the most factual presentation possible . Every time an image is altered 
where the potential exists that someone might be deceived, a portion of the 
media's collective credibility is lost. 
8 Michael Morse, "Experts Explore Tech Problems: Meeting Focuses on Hardware, 
Ethics, Use of Color," News Photographer, January 1987, 36. 
9 Michael Morse, ''New Ethics/Old Ethics," News Photographer, October 1991, 13. 
10 Bill Ostendorf, "Credibility is a Precious Commodity," News Photographer, 
January 1987, 43. 
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Documentary photojournalism, although sometimes comical or 
amusing, is not an entertainment medium. It should always be a true and 
honest representation of events that transpired in front of the camera. 
Photojournalism should be factual in both its content and presentation at all 
times . 
Herein lies the dilemma : What are the types of photographs, if any, 
where photo manipulation should be acceptable, and what types should be 
classified off limits? In photojournalism, should there be an industry-wide set 
of standards? 
Credibility Pitfalls of Image Manipulation 
Once a few lighting concepts and computer skills have been mastered, 
it is really quite simple to generate convincing image manipulations . "The 
more you know about how shadows are cast, the better the outcome will 
be ."11 The more one practices, the easier the convincing fakes are to create . 
Photographic Evidence 
One area where photographic manipulation could reek the heaviest 
damage is in photojournalism's very nature as visual evidence of 
occurrences. Till now, a picture of something happening has been fairly 
substantial evidence that it actually happened . At present, a photograph's 
meaning can be totally changed, or several photos can be combined to create 
an entirely new photo. 
For years, people have been displaying photographs of reported 
Vietnam MIAs in an attempt to show that U.S. service men are still being 
11 Paul McCarthy, "UFO Update : Are New UFO Photos Evidence of E.T.'s or the 
Work of a Keyboard Con Artist?" Omni, March 1991, 73. 
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held in Southeast Asia. According to both government and civilian analysts, 
most are probably counterfeits .12 "A skilled technician can doctor or fake still 
photographs with ease, which means that none of the current photographic 
'evidence' can yet be taken as proof ."13 
If you were to see a photograph of your local mayor using illegal drugs, 
you would generally believe that he had truly been using the drugs . Yet, some 
of the mayor's opponents could have created the photograph by using spare 
parts of several photographs. 
A photo-finish of a close race will no longer be prima fade evidence of 
who the true winner should be. To illustrate further, ''The photo of a football 
player crossing the plane of the goal line just before fumbling will no longer 
'prove' that the play should have been ruled a touchdown." 14 
If the public knows that you alter some photographs, the credibility of 
your "evidence" photographs (whether altered or not) will be in jeopardy. A 
photograph today might not have the same plausibility without some kind of 
attending evidence .1s 
News, Feature and Illustration Photographs 
Deni Elliott, director of Dartmouth's Ethics Institute, states that, "To 
many people, a news photo is a faithful representation of an actual, physical 
reality. They've come to depend on the idea that if they'd been there, this is 
what they'd have seen." 16 It is important that the media do not distort the 
12 Bill Turque, Bob Cohn, and Ginny Carroll, "Photo Fakes: How to Make Pictures 
Lie," Newsweek, 29 July 1991, 22. 
13 Tom Morganthau et al., "Hoping Against Hope: A Generation after Vietnam, a 
Blurry Photograph Reopens the MIA Mystery That has Left Families with their Lives on 
Hold," Newsweek, 29 July 1991, 24. 
14 Ostendorf, 43. 
15 Katz, 94. 
16 Daviss, 57. 
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visual reality of the scenes or events they report, thereby deceiving the public. 
"The actual centerpiece of photojournalism, documenting reality, can't be 
done on a computer," remarks Sam Abell, a contract photographer for 
National Geographic.17 
Newspapers and magazines tend to classify their photographs into 
categories depending on either the publication's usage of the photograph or 
how the photograph was created. These categories are generally designated as: 
news photos, feature photos, and illustration photos. Editors generally apply 
different rules of acceptable manipulations to each of the categories. 
The problem is, the newspaper editors and photographers may know 
which photographs are which, but the public as a whole might not. Without 
knowing the differences, the public may not know what set of standards has 
been applied to the. particular photo they are looking at. Shiela Reaves of the 
University of Wisconsin-Madison's School of Journalism and Mass 
Communication asks the question, ''Will readers be able to make distinctions 
between a newspaper's handling of feature photography and news 
photography as easily as some editors do?" 18 Sacramento Bee photographer 
Jay Mather puts it another way by expressing concern for what" .. . readers see 
and understand as they rapidly move from a Page One news photo to a 
possibly retouched photo on a theme page ." 19 They could note the 
manipulated photograph on the theme page and possibly assume you had 
manipulated the rest of your photographs, including those they had seen on 
the front page. They may not know that you have prohibitions against 
17 Jim Gordon, ed., "Discussion Group: Impromptu Panel Questions Integrity of News 
Photography, Worries About Electronic Retouching," News Photographer, January 1987, 40. 
18 Reaves, "Digital Retouching," 32. 
19 Jim Rosenberg, "Visual Enhancement of Photos: Computerized Photo Retouching is 
a Growing Practice," Editor & Publisher, 25 March 1989, 47. 
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altering news photos. Cindi Christie, graphics and technology editor for The 
San Ramon (Calif.) Valley Times, states: 
Readers have been inadequately trained when it comes to 
photo illustrations. To most, a picture is a picture is a 
picture. I think if a photo illustration is mixed, say on page 
one, with news photos, it should be part of a package that 
veers from news design. Otherwise the reader is set up to 
believe what is on the page is true, especially when 
illustration is a substitute for going out and getting the 
real thing. It needs to be in a context that lets the reader 
know: This is different.20 
There are those in the journalism world who feel that 
photojournalism should be sacrosanct. They feel that it should be absolutely 
unalterable in any way, shape, or form. Matt Herron, a vice president of the 
American Society of Magazine Photographers (ASMP) and a San Francisco 
based freelance photographer states, "In this sea of altered images that we're 
being engulfed with, you're probably going to have to draw a tight little barbed 
wire perimeter around photojournalism and say, 'This is sacrosanct. This is 
our policy and these images we will never alter .... "' 21 
Hal Buell, assistant general manager of news photos for The Associated 
Press (AP), pointed out the AP position on photographic manipulations to 
the Association for Education in Journalism & Mass Communication 
(AEJMC) by saying, "When it comes to news pictures, I vote for the 'no 
tampering' position . No tampering, not at all, of any kind, not even a little 
bit." 22 He went on to explain the reason for his "no tampering'' stance: 
20 Kurt Foss and Jeff Adams, ''The Digital Toolbox: Reality and New Realities," 
News Photographer, October 1991, 15. 
21 Jim Gordon, "Workers with New Tools or Just Participants in 'Sad World?"' News 
Photographer, June 1992, 36. 
22 Tom Hubbard, "AP Photo Chief, AEJMC Professors Discuss Ethics, Electronic 
Pictures at Convention," News Photographer, January 1987, 33. 
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When you set up an atmosphere of acceptance, you first 
tamper with the meaningless picture, the one where it 
really doesn't make any difference. Take a background out 
of fashion or [add] a little extra color in a food picture. 
Then with minor details of a news picture. Remove a 
black background or maybe an annoying shadow. Then 
what? I don't know because we aren't there but I can see 
the danger.23 
Most editors across the country agree that news photographs should 
remain untouched. Some publications have set written standards for their 
staff members to use in making judgments. Others have not. Even so, 
credibility and ethics are key issues for everyone in the media whether they 
are working within a system of written standards or not. 
Jack Corn, photo director for the Chicago Tribune, marked his opinion 
by saying, "I think it's wrong to change editorial content in news or feature 
photos .. . . I think it's ethically, morally and journalistically horrible [to alter 
photographs]." 24 Others who share the same "no manipulations" view point 
include the Orange County Register's Ron Mann who says, commenting on 
combination photos, "Only if someone were to tar and feather me. You read 
words, but you feel pictures ."25 Kim Komenich, Pulitzer Prize-winning staff 
photographer for the San Francisco Examiner, remarks that the newly 
available tools should be used to "compensate for the film's inadequacies and 
not the photographers."2 6 Tom Hardin of the Courier-Journal and Times 
(Louisville, Kentucky) had this to say on the subject: 
It's not the machine's fault. It gets back to editors and their 
ethics and their courage. I think changing a news event 
situation to where it's not what it is should be banned. I 
would hope any news person would realize this. It's 
23 Ibid. 
24 Reaves, "Digital Retouching," 30-31. 
25 Ibid., 31. 
26 Gordon ''Workers with New Tools," 36. 
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tantamount to changing quotes. We're not in the quote-
changing business, I hope.27 
Photos have been manipulated for newspaper production for years. In 
the 40s and 50s, photographers were known to drop quarters on print paper 
during the print exposure to fake photos of the sun, moon, or balls.28 
Photographs at one time were routinely air-brushed to remove distractions. 
Few people at first felt that this was a breach of ethics. Over time, however, 
the practice has declined, and today not many papers continue to do so. 
Even though most editors agree that news photos should not be 
altered, several examples do exist where publications have done just that. We 
are not talking here about the grocery store tabloids that run photographs of 
space aliens helping presidential candidates with campaign strategy. 
The now familiar photo of Mary Decker, a U.S. distance runner, falling 
to the side of the track at the 1984 Olympics is one of those news photos that 
have been altered for publication. When Time magazine used the photo, they 
digitally removed the antenna from the walkie-talkie in the hand of the 
woman helping Decker get to her feet. In the original image, the antenna 
appears to be growing out of Decker's chin (see Fig. 32 and 33). 
The St. Louis Post-Dispatch ran a photo in 1989 that provoked severe 
discussion on the subject. The altered photo's publication caused them to set 
some fairly strict standards for themselves to prevent the occurrence from 
ever happening again. The photo was the now famous "missing Coke can" 
photograph. In a photograph of Pulitzer Prize-winning photographer Ron 
Olshwanger and his wife, the Post-Dispatch mistakenly removed a Coke can 
27 Reaves, "Digital Retouching," 31. 
28 Gordon, "Workers with New Tools," 36. 
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Fig. 32. Mary Decker's 1984 Olympic fall (altered version) . Photo by David A. 
Burnett , Contact Press Images . Copyright ©. 
Fig. 33. Mary Decker's 1984 
Olympic fall (original version). 
Note the walkie-talkie antenna 
that appears to jut out from 
Decker's chin in the original 
version of this photograph has 
been removed here . 
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sitting on the coffee table next to the couple .29 The can was digitally removed 
from the image rather than simply cropping out that portion of the picture. In 
this instance however, the can was important to the photograph. After 
having been invited for an impromptu Pulitzer-winning celebration, 
Olshwanger replied, "I don't even drink. I hope they have a Diet Coke ... 
there." 30 The missing Coke can could have left the impression for several 
readers that Olshwanger was shown drinking. This false light display of the 
situation would most probably have been grounds for Olshwanger to bring 
suit against the newspaper. The Post-Dispatch has since written a photo 
manipulation policy that bluntly interpreted states, in the words of Robert 
Holt (the director of photo technology, and also the man who actually took 
out the can): "Don't screw with the pictures. If you can't do it in the 
darkroom, don't do. it on the [computer]."31 
In a more sorrowful setting, USA Today mistakenly removed debris 
and changed the color of the sky in a photograph of the exploding Challenger 
spacecraft. 32 It turned out the debris they removed from the photograph was 
actually the crew compartment flying free from the exploding shuttle. 
LIFE magazine ran a photograph in their 1976 Special Report: The Year 
in Pictures issue where two consecutive frames were merged to show a 1975 
assassination attempt on President Gerald Ford. The editors stated in the 
caption, 
The lower half of the scene-below the gun hand of the 
Secret Service man in the foreground--was not included 
in the hurried picture that recorded the main action. The 
29 Staci Kramer, "The Case of the Missing Coke Can: Electronically Altered Photo 
Creates a Stir," Editor & Publisher, 29 April 1989, 18. 
3o Ibid. 
31 Ibid., 19. 
32 Ibid. 
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photographer's next exposure got it all in, but by then the 
President had been pushed close to the ground after Sara 
Jane Moore's shot. To produce this result the bottom half 
of the second picture was grafted onto the first. Since little 
else moved in that fraction of a second, the two 
photographs make a perfect fit.33 
LIFE editors justified the combination of the two frames because of the 
high profile nature of the President and the news value of the event. Editors 
wrote concerning the photograph, ''This is surely the most frightening image 
of America in 1975."34 
Generally, areas of news coverage are accepted as off limits, even if it is 
only in fear of peer criticism that awaits any transgressors. However, when 
asked about particular situations, some editors expressed willingness to make 
some changes. A recent national survey conducted by Shiela Reaves of the 
University of Wisconsin-Madison shows that slightly over 27 percent of the 
editors either strongly or somewhat agreed that closing the zipper of a boy's 
pants was acceptable, while over 29 percent expressed agreement (either 
somewhat or strongly) with the removal of distracting telephone wires from 
the background of another photograph.35 
Of greater debate are the areas of feature and illustration photographs. 
Consensus varies from individual to individual on just what should be 
acceptable manipulations in these areas. Byron Scott, head of the University 
of Missouri editorial department poses the following question: 
We're faced with questions now we've never had to 
face before. Not until this decade have we had the ability 
33 Contents Page, Special Report: The Year in Pictures, Life, Winter 1976, 2-3. 
34 Ibid., 3. 
35 Shiela Reaves, "What's Wrong with this Picture?: Attitudes of Photographic 
Editors at Daily Newspapers and Their Tolerance Toward Digital Manipulation," unpublished 
paper presented to the Newspaper Division-Association for Education in Journalism and Mass 
Communication, August 1991, 7. 
61 
to edit [photographs] in a way that no one could tell that it 
had been edited .... The question is no longer what can 
we do, but what ought we to do?36 
To some people, feature and illustration photographs should be 
considered no differently than straight news photographs. To them, it is 
unethical to alter almost any photo. For others, however, a distinction is 
made between manipulation of news images and manipulation of feature or 
illustration images. Newsweek picture editor Karen Mullarkey says that their 
policy is never to retouch news photographs, but that there is more leeway 
permitted for feature or fashion pictures.37 
For a 1989 issue, the magazine ran a composite photograph of Dustin 
Hoffman and Torn Cruise standing next to each other for a story on the 
movie "Rain Man" (see Fig. 34). In actuality the pair were photographed 
separately thousands of miles apart; one in New York and the other in 
Hawaii. 38 In response Mullarkey contends, "That's different than news. If you 
start doing that with news, you undermine your reputation." 39 Yet, no notice 
of the composite nature of this image was printed with the photograph. Many 
readers were left with the impression that this was nothing other than a 
standard photo taken of two men standing in a studio side-by-side. 
Some editors like Bill Parker of the Chicago Tribune see nothing wrong 
with altering illustration photographs in order to create a more appealing, 
36 Greg Peters, "Mesmerized by the New Technology," News Photographer, March 
1990, 53. 
37 Oare Ansberry, "Alterations of Photos Raise Host of Legal, Ethical Issues," Wall 
Street Journal, 26 January 1989, Bl. 
38 Fred Ritchin, In Our Own Image: The Coming Revolution in Photography: How 
Computer Technology is Changing our View of the World (New York: Aperture Foundation, 
1990), 10. 
39 Ansberry. 
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Fig. 34. Dustin Hoffman and "Rain Man" co-star Tom Cruise . This photo, a 
composite of two separate photos shot on different coasts, was published as a 
single photo in Newsweek's January 16, 1989 issue. Photo by Douglas 
Kirkland, Sygrna. Copyright© 1989. 
uncluttered image . Parker explains, "Illustrations play a trick, make a joke, do 
something grabbing and cute. This is eye-grabbing design. We're not saying 
this is the truth ."40 Other journalists are more restrained about the ir approach 
to computer-generated illustrations. While he is in favor of such 
illustrations, Mitch Toll, staff photographer for the Sacramento Bee, warns, 
"Such images must be clearly surrealistic and labeled as computer-assembled 
illustrations so as not to be perceived or misunderstood as documentary 
images."41 
40 Reaves, "Digital Retouch ing," 30. 
41 Foss and Adams, ''The Digital Toolbox," 16. 
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The important point here is that the reader should know the image is 
simply an illustration and not reality. If there is the slightest bit of uncertainty 
for the reader, then you are dealing with a deception. Such deception runs 
contrary to the central goal of journalism; that being to factually inform the 
public about what is happening in the world. The National Press 
Photographers Association's code of ethics states that the public has a 
"natural-law right ... to be informed truthfully and completely about public 
events and the world in which we live." 42 The media can not "inform 
truthfully" if they deal in deception of any kind. 
At times it may be hard to distinguish between simple touch up of 
distracting clutter, and creation of dishonest falsehood. The line is not always 
clear cut for everyone involved. "The problem arises in the day-to-day 
detailed temptation to 'improve' the images," 43 writes Whole Earth Review 
publisher Stewart Brand. 
For this reason, the need exists for establishing concrete written 
standards whereby those in the profession can be prompted to greater ethical 
actions. By heightening the ethical standards, the media will help to preserve 
their own credibility in the eyes of the general public. 
Provided they choose to set standards, it is up to the journalists 
themselves whether they adopt profession-wide standards or standards for 
their individual publications. In either case, the "ethical challenges that 
42 National Press Photographers Association [NPPA], "Code of Ethics," News 
Photographer, 1992 Directory Issue, 36. 
43 Stewart Brand, Kevin Kelly, and Jay Kinney, "Digital Retouching: The End of 
Photography as Evidence of Anything," Whole Earth Review, July 1985, 43. 
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accompany ... electronic picture editing can and should be faced in a 
processual manner." 44 
Because every possible situation can not be foreseen and rules set down 
for, there should be established processes by which the media can evaluate the 
situation and make the appropriate choices. These processes will need to vary 
depending on the makeup of particular newspaper staffs. Processes that may 
work effectively at one publication might be ineffective at others. 
Maintaining journalistic credibility should be foremost in the priorities 
for establishing these decision-making processes . Generally, allowable 
alterations should be kept to the barest minimums. 
Then where do you draw the line? As AP photo guru Hal Buell states, 
it starts with the innocuous meaningless photos , and gradually you begin to 
accept more and more alterations. 45 Many people are becoming more and 
more uneasy about making alterations to photographs . "It's like limited 
nuclear warfare . There ain't none," 46 remarks Bob Gilka, former photo 
director for National Geographic magazine . Maybe it is best to never start . 
Sam Abell , contract photographer for National Geographic, makes the 
following assertion: 
Photojournalism derives its strength from its reputation 
for the unconstructed photographs . When that's changed 
with your altering, when you deviate from that 
electronically or by any other way, you're changing the 
basic structure of admittedly a very small but important 
branch of photography. It lives by its ethics. 47 
44 Bob Steele, "Protocols for Ethical Decision-Making in the Digital Age," Protocol, 
Presented at the Annual Convention of the National Press Photographers Association, July 
1991, 13. 
45 Hubbard, 33-34. 
46 Reaves, "Digital Retouching," 27. 
47 Gordon, "Discussion Group," 40. 
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Photo Warranties? 
San Francisco freelance photographer Matt Herron notes a level of 
concern that image alteration "impugns the integrity of photos and 
newspapers." 48 In addition, alterations to photographs can lessen the 
photographs' value for the photographer who spent his time and energies to 
get the image in the first place. 
Freelance photographer Roger Ressmeyer knows all too well adverse 
effects that image alterations can have on the photographer. In the past he 
was secure in the knowledge that he retained his original photographs. An 
America's Cup yacht race photograph of Ressmeyer's was once used as a 
poster, but only after the art director for the company had digitally altered the 
boat's sail number and made the water a deeper shade of blue. Later, when 
other publications, after seeing the dramatic poster, asked to purchase the 
image, he was unable to sell his photograph. Ressmeyer says of the image, 
''People want the altered image, and I don't have it. My original is [financially] 
worthless." 49 
One way to insure a photographer retains the value of his original 
work is to include statements concerning allowable (or nonallowable) 
photographic manipulations when stipulating the grounds for use to agents, 
stock houses, and buyers. Herron says that his delivery notices now bear the 
remarks, "Any image I send out can't be altered without my permission." 
Herron further notes that he might "warrant that any image in my stock 
business that I send out has not been digitally altered." 50 
48 Gordon, "Workers with New Tools," 36. 
49 Ansberry. 
50 Gordon, ''Workers with New Tools," 36. 
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Who Should Have Control? 
Of importance at this point is the question, "Who should be running 
the ship?" Someone needs to be making the decisions concerning photo 
alterations. In a lot of instances, unfortunately, the individuals making 
alteration judgments are not "picture people." To the contrary, many times it 
is the editors "who [have] no visual literacy at aU"51 who are deciding which 
are acceptable manipulations and those that are not. "'What about the editors 
who just don't consider visuals as potent as written words?' What about 
editors, most of them former writers, who do not value photography and 
can't recognize a visual ethical problem?"52 
Many newspapers are passing the control (and with it the decision-
making) of the imaging computers over to the copy desks. 53 Generally these 
individuals have ye.ars of background working with words but little 
experience when it comes to visual communication. Many see the ethics of 
word manipulation as clear cut matters but photos pose ambiguous problems. 
However, this should not be the case. Just as it would be unethical to shift 
quotes or words around to make them sound better, why should it suddenly 
be OK to manipulate images around to make them look better. This is not 
creative writing we are talking about. 
Grievous problems arise when individuals not acquainted with the 
situation make judgments about image alterations. It is not just at the 
smaller, understaffed papers where problems can potentially crop up. Even 
51 Rosenberg, ''Visual Enhancement of Photos," 54. 
52 Reaves, "Digital Retouching," 32. 
53 Jeff Adams and Kurt Foss, "Confused About the Future? Welcome to the Oub," 
News Photographer, December 1990, 30. 
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the "big boys" blow it now and then. We have already discussed the now 
famous missing Coke can photograph from the St. Louis Post-Dispatch. 
The Orange County (Calif.) Register once messed up the color of the 
water in a photograph showing where vandals had thrown red dye into a 
swimming pool. 54 Production workers dialed in blue "because swimming 
pool water is blue," thinking they were fixing someone else's mistake. 
However, the water was supposed to be printed red because the water was red. 
The mistake was quickly corrected when an editor saw the first edition of the 
paper. 
Bob Cilka, former director of photography at National Geographic 
magazine, urges photographers to "get out of the darkroom and into the 
newsroom." 55 Ethical concerns for the written word are not the same as those 
in the area of visual communication. By expressing their views in these areas, 
photographers can help "word people" be more sensitive to the ethical 
considerations of image manipulation . 
Whoever winds up running the machines (moreover, for those over 
them who make those ever important alteration decisions), it is of 
consequence to keep in mind the words of David Gray, managing editor-
graphics for the Providence (R.I.) Journal-Bulletin: "Don't blame the software 
and ... hardware. Whether you manipulate an image is up to you and your 
organization and the people running the machinery." 56 Remember, 
machines don't make mistakes, people do. 
54 Hubbard, 34. 
55 Cliff Schiappa, "Out of the Darkroom ... ," News Photographer, June 1991, 35. 
56 Jim Rosenberg, "Computers, Photographs, and Ethics: Applying Computer 
Technology to News Photography Offers Some Exciting Possibilities, but also Raises Some 
Ethical Questions," Editor & Publisher, 25 March 1989, 44. 
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The potential for disaster is there. When somebody has the power to 
zap out a Coke can, "turn a single rose into a bouquet, ... or 'pixelate' a face 
because they can't get a release, those who feel protective of the documentary 
veracity of a news shot get nervous."57 
However, we should not denigrate the usefulness of computer 
technology; digital manipulation of photographic images does have its 
worthwhile place in the world. 
Advantages of Computer-Aided Image Manipulation 
Current technologies have been invented for good reasons. Many of 
these reasons and their various applications have merits worthy of noting. 
The movie industry and large-scale advertising, to name a few, have been 
benefactors of this technology for a few years now with sometimes startling 
results. Movies such as ''Terminator 2," "The Abyss," and "Death Becomes 
Her" used large amounts of digitally transformed film footage for their special 
effects sequences. 
There is no longer the need for mega-bucks budgets to create most of 
today's illusions . Equipment and software prices are dropping to the point 
where even real people can afford them (not just the companies and 
corporations in need of a tax break). If you do have the funding however, you 
can do all kinds of imaginable (and even unimaginable) things. "The big 
accounts, which ask for a great deal and do not have daily deadlines, get magic 
for their money," 58 says Jim Rosenberg, an associate editor of Editor and 
Publisher. 
s7 Katz, 94. 
58 Rosenberg, "Visual Enhancement of Photos," 46. 
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Fig. 35. NASA composite for official space shuttle crew photograph. For this 
photograph of the STS-42 flight crew, a close up of an earlier shuttle launch 
was added to the background. This shot would be impossible to achieve in 
reality, as NASA (for safety reasons) will not allow anyone within three 
miles of the launch pad at the time of a launch . NASA photo, 1991. 
Advertising and Hollywood 
The computer can be used to create outlandish special effects images 
that might never be possible to create in real life. No rational person would 
ever confuse these images with reality. These types of images are used for 
anything from record album covers to postcards to roadside billboards. 
Advertising and Hollywood are not the only users (see Fig. 35), but they are 
the main users . 
Though once used almost exclusively for special effects, the technology 
is now moving more and more toward "clean up" work for flaws and clutter 
in photographs. Steven Mayer, chairman of Digital F /X in Mountain View, 
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California, notes, "At first, eighty percent of the time our equipment was used 
for special effects. Now, the equipment is mainly used to touch up reality--
when an actor's hair is out of place ... or a product's label is blue instead of 
red." 59 
At a recent conference on digital photography and editing, Raphaele, 
creative director of the Houston based Raphaele/Digital Transparencies, 
displayed some of the wizardry available to the creative and innovative 
advertiser. She showed how the computer can add missing image material 
that clients (or bosses) might want in the final publication image. One 
example shown was the extending of a sailboat photograph by adding the 
missing mast, sail, and sky to the top of the boat. She also noted that the 
computer has the ability to "correct the fattening of persons at the margins of 
a wide-angle shot and, similarly, right the apparent tilting of buildings or 
other vertical objects."60 
Many times these alterations do not stop with simple "cosmetic 
retouching." It is reported that Huntington Bancshares in Columbus, Ohio, 
zapped out a competitor's billboard from the city's skyline for one of their 
annual report photographs, and "then retouched the same photo to 
transform a construction site beside its downtown headquarters into a grassy 
park."61 
In another instance, the president of a major corporation was 
videotaped giving a speech. Unfortunately, the gentleman had his zipper 
unzipped. This embarrassment was rectified in the computer. 62 
59 Daviss, 56. 
60 Rosenberg, " Visual Enhancement of Photos," 46. 
61 Daviss, 56. 
62 Ibid. 
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It is important to consider the reader's mental perspective entering the 
reading or viewing situation. Contrary to news presentations such as 
newspapers or television news broadcasts, readers do not necessarily expect 
advertising photographs to be factual representations of reality. It is generally 
expected that fashion model's faces are retouched to remove freckles, 
wrinkles, and other less glamorous things that tend to appear in photographs. 
In a similar manner, the public has no preconceptions of Hollywood 
showing strictly facts. Hollywood is understood to be fantasy. The movie-goer 
expects to be entertained, and not necessarily informed. 
Time, Money, and Quality 
Anyone who has ever done extensive darkroom manipulations can 
tell you that it is labor intensive and very time consuming. Much, if not all, 
of these alterations and image creations can be accomplished much faster on 
the computer screen and without the accompanying mess and smell of the 
darkroom. Rather than waiting for a print to develop in a tray or run through 
a processor, the individual is able to see the changes on the computer screen 
almost instantaneously. 
These machines are so good they can seemingly "gobble up reality and 
spit out alarmingly authentic, possibly undetectable illusions." 63 What used 
to be detectable forgeries can now be created without any traces of fakery. 
Because the manipulated pixels used to transform the image can be smaller 
than the grain of the original photograph, intricate alterations can potentially 
be flawless. The overall quality of today's manipulations is far and away better 
then their predecessors. 
63 McCarthy, 73. 
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Costs involved in photographic manipulations are comparatively 
inexpensive these days . Image manipulation software programs are down to 
within the price affordability of most photographers, and the machines 
themselves are getting cheaper all the time. "If we go back to the mid 1970s an 
expensive automobile like a Rolls Royce might cost $100,000. If we'd had the 
same price improvement in automobiles that we have seen for the 
microprocessor you'd be able to buy that Rolls Royce today for $2.50!"64 
remarks John Scully, Chief Executive Officer of Apple Computer. 
Image manipulation can also mean tremendous savings even after the 
initial hardware and software expenditures . "Rather than spend the money to 
reshoot pictures ... , an art director [or photo editor] can simply sit down at a 
viewing screen and try a few improvements in a matter of minutes ."65 When 
you are talking about photos where the journalistic integrity of the image is 
not at issue, such as obvious illustrations or advertisements, this is generally 
an acceptable practice . 
Digital Recreation and Image Amplification 
Recently law enforcement crime labs have begun using these image 
manipulation technologies to take existing, but outdated, photos of crime 
suspects, and recreating what they might look like today . Because old photos 
can often be worthless or even misleading as to an individual's appearance, 
these recreations can help authorities considerably in locating and 
apprehending crime suspects. Most re-creations are fairly straightforward due 
to the fact that human facial features tend to age and wrinkle along similar 
64 Arthur Goldsmith, "Exploring Photography's Electronic Future: Kodak's New 
Center for Creative Imaging Holds its First Conference and Highlights the Mind-Boggling 
Promises and Problems for Photography in the Computer Age," Shutterbug, November 1991, 70. 
65 Daviss, 56. 
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characteristics. In the words of Clyde Snow, a forensic anthropologist at the 
University of Oklahoma, "It's a matter of applying the changes that occur 
when gravity takes over--wrinkles and sags. It's fairly predictable." 66 
Such was the case when a man named John List was arrested recently 
in Virginia on charges that he had killed his family members some eighteen 
years earlier. Even though he now looked much different from the 
photograph the authorities originally had to go on, he was recognized and 
apprehended when a bust made from a digitally aged photo was aired on 
television. 67 
Photo detail amplification is not limited to down-to-earth photo 
subjects. "One need think only of the familiar, digitally enhanced NASA 
photos of our planetary neighbors to realize that, far from obscuring the truth, 
such 'fakery' helps .enormously in presenting complex visual information in 
a clear, intelligible form."68 
Digital image enhancement is extremely helpful for undersea 
exploration and research (see Fig. 36 and 37). For example, the recent search 
for the historic wreckage of the Titanic utilized the same technologies to 
enhance undersea photos of the sunken ocean liner. At great depths such as 
those at the Titanic (13,000 feet69) the "ocean water contains a large amount of 
suspended particles (such as dirt and silt) that reflect illuminating light and 
partially blind the camera." 70 The results are very washed-out, hard-to-
interpret images. Digital enhancement is then used to intensify the images. 
66 Turque et al., 22. 
67 Katz, 93. 
68 Daviss, 56. 
69 Marti Spalding and Ben Dawson, "Finding the Titanic: Image Processing Helped 
Locate the Historic Wreck," Byte, March 1986, 97. 
7o Ibid., 99. 
Fig. 36. Computer composite image from Jason Project photos of the 1812 
warship Hamilton. Copyright© JASON Foundation for Education, JASON 
Project 1990/Woods Hole Oceanographic Institution. See also Fig. 36. 
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"If enough information is available in a photograph, . . . image processing can 
improve its apparent quality. Note that image processing cannot magically 
create new information, but it can enhance existing information." 71 
Similar technologies are being used in industry for automatic quality 
control inspection of parts on production lines. 72 In this case also, the image 
processing "extracts information from [the image] rather than modifying ... 
or adding information." 73 The computer already knows what the image 
should look like. It reads the informational content derived from the various 
contours and shapes of the item and translates those forms into digital data. 
The computer simply reads what is there and compares what it sees to what it 
should be seeing. 
71 Ibid., 106. 
72 Ibid., 110. 
73 Benjamin M. Dawson, "Changing Perceptions of Reality: Image Editing Lets You 
Interactively Improve, Rearrange, Modify, and Adjust Images Any Way You Want," Byte, 
December 1989, 293. 
Fig. 37. Digitally enhanced photos from the sunken 1812 warship Hamilton. These photos show 
some of the beneficial uses of digital image enhancement. Due to the intense darkness in the deeper 
parts of the undersea world, bright lights are a necessity in order to see almost anything. However, 
the lights have a similar effect as would car headlights in the fog due to deep sea silt floating past the 
cameras in the water. The resulting images are overly flat in contrast and unsharp in their visible 
detail. To counteract this effect, the images are digitally scanned and contrast enhanced. In addition, 
the object edge delineations are accentuated to bring out the detail. The photographs are from an 
undersea research expedition of the 1812 warship Hamilton conducted by the Woods Hole 
Oceanographic Institution. Copyright, JASON Foundation for Education/Marti Marra, JASON 








The prevailing feeling is that magazine and book cover photographs 
are more of a sales tool than actual representations of what the camera saw. 
Customers at a newsstand have an astounding number of magazines to 
choose from . Each of these magazines, in order to make their sale, wants the 
customer to notice and pick up their publication. Sean Callahan, a past editor 
of American Photographer, explains, "There is tremendous competition in 
that kind of environment and so you have to do something to get [buyers] 
attention."74 Books are no different either . Rick Smolan, project director for 
the A Day in the Life series, remarks, "With 50,000 books released in the 
United States every year, the cover is all you've got to get someone's attention 
in a book store."75 
For the A Day in the Life of America cover, Smolan had the original 
horizontal image altered so that the silhouette of a cowboy on horseback 
would be moved closer to a tree on the left. The moon in the sky was also 
greatly enlarged and moved closer to the tree . By so doing the publishers were 
able to fit all the elements of the original horizontal photograph onto the 
vertical format of the book cover (see Fig. 38 and 39). 
Similar alterations were performed on other books in the A Day in the 
Life series. For the cover of A Day in the Life of Australia, an inch of water 
was added to the top of the image to incorporate room for the title's type, 
while the cover for A Day in the Life of Canada had a field covered with 
thousands of dandelions changed into a background of green grass. 76 For the 
74 Rosenberg, "Visual Enhancement of Photos," 47. 
75 Daviss, 58. 
76 "Cover Story: Make a Good Picture Better: Turn Horizontal to Vertical," News 
Photographer, January 1987, 25. 
Fig. 38 (above). A Day in the Life of America cover 
(original image). Photo by Frans Lanting. Copyright©. 
Fig. 39 (left). A Day in the Life of America (after 
alteration). Note how the horse and cowboy have been 
slid closer to the tree. The moon has been enlarged and 
moved to the left as well. 
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A Day in the Life of California cover (in like manner to the Australia cover), 
about an inch at the top was created for the book title (see Fig. 40, 41 and 42). 
Patti Richards of Collins Publishers, Inc., publishers of the books, states, 
''The cover sells the book. You want people to stop and notice .... I wouldn't 
say any of us feel particularly great about doing it, but it seems to be a 
technology that others use." 77 Smolan also defends the use of digital 
manipulation for cover photographs. ''Part of making covers these days is 
removing things that are distractions and making sure [the photo] works." 78 
Smolan acknowledges the concerns that people have for potential 
misuses of digital retouching technology and its ability to create complete 
distortions. He also points out though that "underexposing [the film] is 
distorting. And so is using a telephoto lens." 79 It is true that photography 
entails many forms. of distortion. The angle the photographer shoots from 
can conceal some elements of the setting and accentuate others. To some 
extent, this is distortion. However, as the NPPA code of ethics states, ''It is the 
individual responsibility of every photojournalist . .. to strive for pictures 
that report truthfully, honestly, and objectively. 1180 The line here is whether 
the manipulation has deceived the readers, intentionally or otherwise. 
Smolan explains: 
We feel that anything that makes the picture stronger 
but doesn't change the journalistic integrity of 
photographs is fine ... It seems silly not to use the 
technology that's out there to make what you're doing 
strong .... To leave something in a photograph that's not 
working doesn't make sense .... [The bottom line is] 
deciding whether you are consciously trying to distort 
77 Ansberry. 
78 "Cover Story," 25. 
79 Ibid. 
80 NPPA, "Code of Ethics." 
Fig. 40. A Day in the Life of 
Australia cover. In order to create 
room for the book's title lettering, 
about an inch of water was added 
to the image. Photo by Arnaud de 
Wildenberg. Copyright ©. 
Fig. 41. A Day in the Life of Canada 
cover. For this cover, a field covered 
with thousands of dandelions were 
changed into a background of green 
grass. Photo by Roger Ressmeyer. 
Roger Ressmeyer--Starlight, 
Copyright©1984. 
Fig. 42. A Day in the Life of 
California cover. As with the 
Australia cover, room was created 
at the top by adding the surfboards' s 
tip end. Photo by Bradley Clift. 
Copyright©. 
Fig. 43. TV Guide cover of actress/talk 
show host Oprah Winfrey. Winfrey's 
head, taken from one photo, was 
placed atop the body of the more sensual 
Ann Margret for this 1989 cover. 
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Fig. 44. Actress Ann Margret. This 
photo of the actress was used to 
create the Oprah Winfrey TV 
Guide cover (Fig. 43). 
what the photographer was doing or if you are just trying 
to make it work better.Bl 
Other publications have from time to time been caught manipulating 
photographs for cover art. TV Guide had their knuckles rapped for 
electronically placing actress and talk show host Oprah Winfrey's head atop 
Ann Margret's body 82 (see Fig. 43 and 44), and Rolling Stone magazine, in an 
attempt to show a less violent cover image, had the shoulder holster and gun 
81 "Cover Story," 25-26. 
82 Arthur Goldsmith, "Photos Always Lied," 73. 
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removed from actor Don Johnson for a cover shot of the famous "Miami 
Vice" duo. 83 
The National Geographic Society was highly criticized in 1982 for their 
digital manipulation of two National Geographic cover photographs. The 
February 1982 cover showed two of the pyramids at Giza slid closer together 
in order to fit the image inside their customary yellow border 84 (see Fig. 45). 
Two months later the magazine committed another faux pas when they again 
altered a photograph for their cover, this time adding length to a Polish 
gentleman's hat to fill the cover space 85 (see Fig. 46). 
Concerning the pyramid cover alteration, former Geographic editor 
Wilber Garrett wrote, "The effect was the same as if the photographer had 
moved over a few feet. More important--or as important--how much did the 
use of a telephoto lens [appear to] move the pyramids? How much did the 
color change because [the photographer used] a lens filter?" 86 
Jackie Greene, director of photography for USA Today, has another 
view on the situation . '1'm never going to move a pyramid. I'd rather move 
the photographer. Obvious manipulation is acceptable--separate entities are 
combined to make a statement. But moving a pyramid is not the same 
thing." 87 
Indeed, there was much self-flagellation on the part of Geographic staff 
members because of the alterations. The technology to make these changes 
83 Ritchin, 18. 
84 Daviss, 58. 
85 Reaves, "Digital Retouching," 31. 
86 Daviss, 58. 
87 Reaves, "Digital Retouching," 32. 
Fig. 45. National Geographic's 
February 1982 cover. The pyramids 
were moved closer together in order 
to fit the image within the magazine's 
customary yellow border. Photo by 
Gordon Gahan. Copyright©. 
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Fig. 46. National Geographic's 
April 1982 cover. For this cover, the 
top of the gentleman's hat was 
"borrowed" from another frame and 
added here to fill the cover space. 
Photo by BrunoBarbey. Copyright©. 
was just coming out at that time, and no one had yet sat down and really 
thought through the ethical ramifications of these actions. 88 
The two altered 1982 covers brought criticism from all sides. The public 
questioned the actions and the journalism profession wrote article after 
article on the matter. National Geographic' s director of photography, Thomas 
88 Bill Perry, National Geographic's record library director, telephone interview by 
author, 16 September 1992. 
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Kennedy, stated, ''There was so much negative fallout that we'd be extremely 
reluctant to do that again."89 
Yet only one year later (in the April 1983 issue) Geographic committed 
the "crime" again when they altered an inside photo showing the Western 
Wall in Jerusalem (see Fig. 47). The original photrograph had a large lens 
flare (caused by internal reflections of the sun inside the lens) in the upper 
right hand corner of the frame. In an attempt to conceal this distracting 
element of the photograph, a large section of the wall's brickwork was 
"cloned" and slid over atop the flare in order to visually cover it up. 90 
It should be noted that National Geographic is a publication distributed 
to members of the National Geographic Society, and is not sold at news 
stands. As such, it is not applicable to the "cover photo as a sales tool" 
argument. In addition, the Western Wall photograph was an inside picture, 
and in this instance was clearly a news photo. 
Ethics Analysis 
Digital image manipulation is here to stay . How the media use this 
technology will greatly effect their credibility. Even though there are examples 
of alterations to news photographs, most journalists are in agreement that 
this area of photojournalism should be left alone. Unfortunately, this figure 
is not 100 percent. 
According to a survey conducted by the Electronic Photojournalism Lab 
at the University of Missouri School of Journalism, "Only two percent of 
those [daily] newspapers with 10,000 or less in circulation said they 
89 Ansberry. 
90 Perry. See National Geographic, April 1983, page 505. 
Fig. 47. Jerusalem's "Western Wall." The original image 
has a large sun flair in the top right hand corner. To 
remove this distraction, a scytex operator "cloned" 
another area of the wall as a sort of "patch," and simply 
slid it over the flair, blending the cloned area in with the 
surrounding wall. Photo by Jodi Cobb. 
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understood electronic imaging [photo manipulation]." 91 Papers of under 
10,000 circulation comprise approximately 40 percent of all daily newspapers 
in the United States. 92 In actual numbers, that is an astonishingly large 
number of newspapers in the country who have no understanding of the 
subject. 
Those are frightening statistics considering that, although credibility 
can be relative in some respects for each individual publication, a greater 
overall credibility for the print media in general is construed by what the 
profession does as a whole. If 40 percent of daily newspapers do not 
understand electronic imaging (and its relevant ethical considerations), they 
stand a great chance, out of simple ignorance, of damaging the overall 
credibility of the profession . 
Even more alarming still is the statistic that 17 percent of this same 
group reported, "They weren't aware of electronic imaging at all." 93 In the not 
so distant future many of those publications will be using this technology. If 
they have zero knowledge at this point even about the technology itself, they 
would most likely be hard pressed to recognize and evaluate the relevant 
visual ethical problems. 
Definitive profession-wide standards for acceptable alteration should be 
set. A few organizations are starting to make some resolutions on the matter. 
In Norway, a publishers' association has designated an "M" label for 
manipulated photographs. Violators of this policy are required to publish 
91 Adams and Foss, "Confused About the Future?" 30. 
92 "Circulation of U.S. Daily Newspapers by Circulation Groups", 1991 Editor & 
Publisher International Yearbook. 
93 Adams and Foss, "Confused About the Future?" 30. 
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corrections. 94 Another established forum for the discussion and 
implementation of these standards is the National Press Photographers 
Association (NPP A). The NPP A has published a "Statement of Principle on 
Digital Manipulation of Photographs." The statement is as follows: 
As journalists we believe the guiding principle of our 
profession is accuracy; therefore, we believe it is wrong to 
alter the content of a photograph in any way that deceives 
the public. 
As photojournalists, we have the responsibility to 
document society and to preserve its images as a matter of 
historic record. It is clear that the emerging electronic 
technologies provide new challenges to the integrity of 
photographic images. This technology enables the 
manipulation of the content of an image in such a way 
that the change is virtually undetectable. In light of this, 
we, the National Press Photographers Association, 
reaffirm the basis of our ethics: Accurate representation is 
the benchmark of our profession. 
We believe photojournalistic guidelines for fair and 
accurate reporting should be the criteria for judging what 
may be done electronically to a photograph. Altering the 
editorial content of a photograph, in any degree, is a 
breach of the ethical standards recognized by the NPP A.95 
Although this statement is fairly straightforward and much needed as a 
foundation, it is, nonetheless, rather vague pertaining to particular accepted 
practices. The statement should be expanded to include language that spells 
out, if not exact rules for every possible situation, at least guidelines whereby 
journalists can judge, "Does this photograph meet the criteria for accepted 
manipulation?" If not, then the photograph should not be altered in any way. 
94 Nancy M. Davis, "Electronic Photo Manipulation: Many are doing it, and Editors, 
Photojournalists Urge Strict Ethical Guidelines to Protect Credibility," Presstime, February 
1992, 22. 
95 National Press Photographers Association, "A Statement of Principle On Digital 
Manipulation of Photographs [revised]," News Photographer, Digital Digest, March 1992, 33. 
87 
The guidelines should contain prohibitions on content alterations for 
news photos of any kind. Alterations of illustration photographs should be 
clearly labeled as illustrations. Such a label might be worded "Digitally created 
photo illustration" or some similar form of identification. The label should 
be run along with the photos cutline or photographer's photo credit. The label 
is to insure that readers will not be deceived into falsely believing the image 
is documentary reality. 
We need to remember the machines and the technologies are not the 
threat facing the media's credibility . It is the people behind the computer's 
keyboard that we must watch out for. "Ethics and credibility have nothing to 
do with the tools you use to put out a publication . What you do with the tools 
are the issues at hand," 96 contends David Gray, Managing Editor /Graphics for 
the Providence Journal-Bulletin. 
Without religious adherence to set manipulation standards, an 
overuse of digital photo alteration could make readers distrustful of all 
published photographs . That is not a chance that journalists should take. 
Great care needs to be taken with both illustration and feature images. If two 
photographs are combined to create a third new photograph, the public 
should have a right to know what has been done. "You can combine [photos] 
into one if the reader knows it's a piece of artwork, as long as the reader 
knows that," 97 states Rich Clarkson, former Director of Photography for 
National Geographic. 
It appears there is a consensus agreement with the views of world class 
glamour and personality photographer Douglas Kirkland, who said, ''With 
[computerized image composites], just about everything or anyone can be put 
96 David Gray, "Don ' t Blame the Equipment," News Photographer, January 1987, 29. 
97 Reaves, "Digital Retouching," 29-30. 
88 
anywhere, making photography more and more dishonest-the probable 
direction of the 90's." 98 Unfortunately, without proper restraint, it looks as if 
he will be right. 
It does not have to be that way. The need now is for a heightened sense 
of moral duty on the part of the media to ply their trade without any level of 
deception, conscious or otherwise. Granted, photography is, and always will 
be, a subjective art. However, it does not have to be a trip through Alice's 
Wonderland, totally devoid of any reality. Former Popular Photography 
magazine editor Arthur Goldsmith remarks, "Photography is a human act 
and therefore subjective, a selective act and therefore interpretive. This 
makes it possible for photography to be an art, for photographers to achieve a 
personal style--and for the camera to lie."99 
Photographers will always be making choices between what to include 
in a picture and what to leave out. For the photojournalist, with these choices 
goes the responsibilities of honesty and truthfulness. It is, or should be, the 
moral duty of every photojournalist not to ignore these most basic of 
responsibilities. As Goldsmith also notes, "The most we can ask of a 
photojournalist is to show us the truth as he or she sees it. But certainly for 
journalists there is, or ought to be, a clear distinction between interpretation 
and fabrication. 11100 There will always be a part of the photographer in every 
image he or she produces. Let us hope that the part we are given is a truthful 
one. 
98 Ritchin, 12. 
99 Goldsmith, "Photos Always Lied," 68. 
lOO Arthur Goldsmith, "Reinventing the Image: As We Edge Uncertainly into the 
Electronic Age, Does Photojournalism Have a Future," Popular Photography, March 1990, 50-
51. 
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Moral Theories Concerning Manipulation Ethics 
Many of the publications who have "crossed the line" in making photo 
alterations, turn around and make policies for their staffs restricting future 
alterations. It seems that many of these publications do so out of an 
egocentristic fear of the repercussions for their "sin." The repercussions may 
take the form of criticism and/ or disapproval from other publications. 
A far more appropriate stance would be the deontological (sometimes 
referred to as "nonconsequentialist")l0 1 theories of the 18th-century German 
philosopher Immanuel Kant. The deontological theories are based on the 
idea of moral duty. Kant once wrote, ''I should never act in such a way that I 
could not also will that my maxim should be a universal one." 102 Simply put, 
Kant is saying that an individual should only do those things that he or she 
would deem acceptable if everyone were to act likewise. 
The use of digital image manipulations should first be evaluated to 
determine if the particular situation fits the prescribed criteria. If, for example, 
the set criteria stipulate no alterations of news photographs whatsoever, the 
journalists should be duty bound not to alter news photographs. The 
importance is not that the publication runs the risk of getting caught in its 
deception, thus risking loss of credibility. Rather, the important thing is that 
the publication should avoid printing nonreality out of a sense of duty or 
responsibility to the public. After all, is not the responsibility of the media to 
lDl Louis A. Day, Ethics in Media Communications: Cases and Controversies 
(Belmont, Calif: Wadsworth Publishing Company, 1991), 53. 
102 Immanuel Kant, "The Good Will and the Categorical Imperative," in 
Philosophical Ethics: An introduction to moral philosophy, by Tom L. Beauchamp (New York: 
McGraw-Hill, 1982), 120; quoted in Louis A. Day, Ethics in Media Communications: Cases and 
Controversies (Belmont, Calif: Wadsworth Publishing Company, 1991), 50. 
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report actual reality and not some creation from a journalist's imagination. 
Journalism publications are not shelved in the fiction section of the library. 
This moral responsibility to the readers lies in the deceit-free 
presentation of any journalistic image. On this subject, Michael Morse 
remarks: 
There is a level of understanding between [journalists] 
and the [public] in which they know that the presence of 
the photographer can affect things. They know portraits 
are set up and that fashion is fantasy. As long as we don't 
exceed this level of manipulation we have an 
understanding with our audience that keeps us honest. 103 
The NPPA's code of ethics states, ''It is the ... responsibility of the 
photojournalist ... to strive for pictures that report truthfully, honestly, and 
objectively." 104 These attributes of truthfulness, honesty, and objectivity are 
strong moral values. 
Strict adherence to Kant's "absolutist" viewpoint, however, leaves no 
leeway for exceptions to the rule. A slightly more liberal view of Kant's 
position, but still maintaining the sense of moral duty, "is that universal 
ethical principles--for example, truth-telling, fairness, and honesty--should be 
obeyed unless there is a compelling reason for deviating from the norm." 105 
These are the situations where a slight bending of the rules is needed for a 
particular situation. For our purposes, this would mean, for example, that a 
news photograph that has been altered for a specific justifiable reason could be 
published. An example might be to scramble the detail of an undercover law 
enforcement agent's face to preserve his anonymity and safety. The picture 
103 Morse, "New Ethics/Old Ethics," 12. 
104 NPP A "Code of Ethics." 
105 Day, 50. 
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should nonetheless carry the "manipulated photo" label to inform the 
readers of this fact. 
Exceptions should always remain a possibility, but their acceptance 
should be highly scrutinized before use. Consequences may be considered for 
proper ethical resolutions, but they should not be the chief motivation 
behind the decisions made. Along these lines, Joan Callahan states in her 
book, Ethical Issues in Professional Life, "Some contemporary duty-based 
philosophers have come to accept consequences as an important 
consideration in ethical decision making, as long as such consequences are 
not the primary determinant of one's moral behavior." 106 
It should be important to realize that no system of moral reasoning is 
all encompassing or complete. The world is just not as straightforward and 
clear-cut as we might hope. Stephan Klaidman and Tom Beauchamp, authors 
of The Virtuous Journalist, give this advice: 
No system of ethics can provide full, ready-made 
solutions to all the perplexing moral problems that 
confront us, in life or in journalism. A reasoned and 
systematic approach to these issues is all that can be asked, 
while appreciating that practical wisdom and sound 
judgment are indispensable components of the moral life. 
The absence of neat solutions may seem to prop up the 
views of those who are skeptical or cynical about the 
possibility of journalistic ethics, but such views are based 
on the false premise that the world is a tidy place of truth 
and falsity, right and wrong, without the ragged edges of 
uncertainty and risk. The converse is the case: Making 
moral judgments and handling moral dilemmas requires 
106 Joan C. Callahan (ed.), Ethical Issues in Professional Life (New York: Oxford 
University Press, 1988), 20; quoted in Louis A. Day, Ethics in Media Communications: Cases and 
Controversies (Belmont, Calif: Wadsworth Publishing Company, 1991), 50. 
the balancing of often ill-defined competing claims, 
usually in untidy circumstances.107 
107 Stephen Klaidman and Tom Beauchamp, The Virtuous Journalist (New York: 
Oxford University Press, 1987), 20; quoted in Louis A. Day, Ethics in Media Communications: 
Cases and Controversies (Belmont, Calif: Wadsworth Publishing Company, 1991), 47. 
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CHAPTER IV 
A ITITUDES AND ST AND ARDS FOR FUTURE CREDIBILITY 
On the importance of newspaper credibility, Clyde Mueller of The 
Standard Examiner (Ogden, Utah) has this to say: 
Credibility is the bottom line. Somewhere along the 
line the word gets out if you have electronically altered a 
photo. When that seed is planted it will grow and readers 
will look at photos in the paper and wonder if they have 
been manipulated. We are not in the business of fooling 
or making our readers wonder about the credibility of our 
photos. 
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By altering a photographic image, you are in essence "editorializing" 
what you feel the scene should have looked like rather than what it actually 
was. News photos need to record the community activities as they are, not as 
an editor who sits behind a desk all day would like it to be. 
Given the imperfect world that we live in, we must hope that the 
majority of the journalistic profession can conduct themselves in a 
responsible and prudent manner out of a sense of personal honesty, and that 
the rest may be prodded into acting similarly, if for no other reason than it is 
the standard set by their peers. 
On the whole, the members of the journalism profession are 
conscientious in their efforts to remain above reproach both factually in their 
gathering of the news and ethically in the way they present the news. 
However, as with anything else, there are always a few bad eggs in any basket. 
The question now is, who are the people making photo usage policy 
decisions, and to what background and concerns are they referring to make 
those decisions? 
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Are the people who have the final say in potential image content 
alteration decisions the right people for the job? Do they have the visual 
communication skills and understanding to make the appropriate choices? In 
response to a survey question concerning who is in the decision making loop 
at his newspaper for these kinds of decisions, one editor (circ. 150-250,000) 
flatly remarked, "Any number of morons ." 
Decisions and Policies Survey 
The future credibility of documentary photojournalism is based on 
what members of the profession do, or do not do, with the new tools the 
computer age offers . In order to gain a better feel for what individual 
publications are doing around the profession, a survey questionnaire was 
constructed and mailed nationally . 
The survey focused on questions concerning attitudes, and actual 
implementation of those attitudes in standards, policies, or protocols at U.S. 
daily newspapers to regulate the use of digitally manipulated photographs in 
journalism production. The survey's cover letter explained that the focus of 
the research was in the area of content alterations to photographs rather than 
the generally accepted practices of dodging, burning, and cropping of the 
image. 
Method and Sampling Structure 
In December 1992 and January 1993, the survey, in the form of a four-
page questionnaire 1, was mailed to 259 daily newspapers 2 across the country. 
The targeted recipients were photo editors and other individuals with 
1 A copy of the survey questionnaire is located in Appendix A. 
2 The newspapers included in the survey sampling are listed in Appendix B. 
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presumably high levels of influence over da y-to-day photo usage decisions. 
The questionnaires were mailed to individuals by their job title rather than by 
personal name . This was done, in the event where individuals might be 
changing jobs, to prevent questionnaires being forwarded and filled out for 
newspapers other than the desired sampling selections. The targeted 
recipients were individuals at selected newspapers , not selected individuals . 
The survey sampling included a selection from the country's 1600 daily 
newspapers, and consisted of newspapers from all areas of the country . The 
newspapers were identified from the International Circulation Managers 
Association 3 (ICMA) list of U.S. daily newspapers in rank order by circulation 
size . 
For research purposes, the 1600 U.S. daily newspapers were divided 
into five groups . The groupings were based on relative similarities in the 
newspapers' structure and work environment . These groupings are: over 
250,000; 150-250,000; 75-150,000; 25-75,000 and under 25,000. These groupings 
are those defined and used by the ICMA. 4 Due to the small number of 
newspapers in the first three groups (155 papers), all were included in the 
survey . In addition, approximately one third from the fourth group (104 
newspapers) were Nth -case randomly selected and included in the survey . 
Papers with circulations of less than 25,000 were excluded from this survey 
because they are not considered "industry leaders" and are less likely to be 
utilizing digital imaging technology at this time . 
(NNA) . 
1992. 
3 The ICMA has been absorbed as part of the National Newspaper Association 
4 Joe Forsee, ICMA Executive Director, telephone interview by author, 18 November 
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Response 
A business reply envelope was included along with the questionnaire 
and cover letter sent to each newspaper to facilitate a higher return rate . This 
allowed the respondents to return the questionnaires with no postage costs 
necessary on their part . 
One hundred questionnaires were returned from the survey' s first 
mailing . Editors who had not responded within four weeks from first mailing 
were sent an additional, identical questionnaire with a different cover letter 
requesting their assistance. 
The total survey return of 159 questionnaires represents an overall 
return rate of 61.4 percent . The percent breakdown for the various circulation 
groups are : over 250,000 (59 percent); 150-250,000 (70 percent); 75-150,000 (54 
percent); and 25-75,000 (65 percent) . 
An indication of success in reaching the desired photographic decision 
makers comes from the responses to the question "What is your influence in 
day-to-day photo editing decisions?" Over 70 percent reported they had a 
"strong influence," while an additional 26 percent said they had a "moderate 
influence ." In addition, to the question "How familiar are you with electronic 
imaging?" a strong 96 percent of the respondents reported being either 
"knowledgeable" or "very knowledgeable ." 
Several demographic and prior experience questions were asked in 
order to assess which subgroups are most likely to have particular attitudes 
and tolerances for image manipulation, and which are most likely to have set 
standards (both written and unwritten) based on these attitudes . 
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Demographics of Survey Respondents 
The National Press Photographers Association (NPPA), the primary 
forum for discussion of photojournalistic issues today, is well represented 
among this survey's editors . Seventy-nine percent hold current membership 
in the organization . 
Although job titles varied somewhat from paper to paper, 60 percent of 
the respondents listed themselves as their paper's "Photo Editor" or "Director 
of Photography ." Other titles given were Chief Photographer (15 percent), 
Picture Editor (6 percent), AME/Graphics (5 percent), Graphics Editor (3 
percent), Photo Department Manager (3 percent), and Other (8 percent) . 
The overall educational background of the respondents shows a high 
number of college-level graduates. Over 83 percent hold college degrees. 
Bachelor's degrees represent 66 percent of the group, while 10 percent hold 
associate degrees. An additional seven percent of the respondents hold 
Master's degrees. 
In the area of professional experience, appropriately for the subject at 
hand, 83 percent of the respondents have their backgrounds rooted in 
photojournalism, and a strong 79 percent also report having more than ten 
years experience in the profession . 
Survey Findings 
Is There a Problem? 
One topic cornering much of the discussion time of journalists is the 
issue of whether or not digital image alteration is (or can be) a problem for 
newspaper credibility. After all, as one editor (circ. 150-250,000) points out, 
''We live by our credibility." 
Table 1. --Level that digital image alteration is 
perceived to be a potential problem for news-
paper credibility 
Frequency Valid % Cum % 
High ............................. 68 
Medium ...................... 51 
Low .............................. . 














Eighty-seven percent of the surveyed editors feel this is a potential 
problem, and 76 percent feel the problem level is either "medium" or "high." 
Twenty percent label the problem level as "low," and 4 percent say there is no 
problem at all. Table 1 illustrates these opinions . Only 13 percent feel such 
alterations are not a threat. 
Of note here is the comparison of respondents from the various 
circulation size groupings . Under this comparison, the attitudes tend to 
follow a linear progression. As the circulation size increases, the perception of 
the problem's magnitude also increases (see table 2). Although only 29 percent 
of the 25-75,000 group rate the problem level as "high," almost 71 percent of 
the over 250,000 group give the same opinion. 
On only a slightly different topic, the question can be asked, "Will 
manipulation of journalistic photos be a threat to future credibility of 
documentary photojournalism?" Our editors viewed this subject slightly 
different than they did the topic of newspaper credibility. Although the 
responses, yes and no, are about the same here as for the newspaper credibility 
question, the level of the threat is viewed differently. Here, 90 percent 
Table 2. --Perceived problem level of digital image manipulation on 





































































































Table 3. --Level that digital image alteration is 
perceived to be a threat to future credibility of 
documentary photojournalism 
Frequency Valid % Cum % 
High ............................. 65 
Medium ...................... 56 










describe the threat level as either "medium" or "high." Ten percent view the 
threat as "low" (see Table 3). 
In comparing the circulation groups and their responses to this topic, 
most agree that a threat exists. Interestingly, the rate of "yes" responses 
increases with circulation size; however, the data are not statistically 
significant. 
Similarly, NPPA members show a tendency to view this as a threat to 
documentary photojournalism more frequently than do non-members. Here, 
too, the data are not statistically significant. 
Staff Discussions on Digital Manipulation Issues 
Although our respondents conclude that digital image alteration is a 
threat, many concur to some degree that the industry is making (or has 
already made) progress to safeguard its credibility . Three quarters of our 
editors either "agree" or "somewhat agree" that the industry is headed in the 
right direction (see table 4). This progress is in the form of staff discussions on 
the subject, and in some cases, the formulation of written policy statements. 
Table 4. --Journalism industry is making progress 
to safeguard journalistic credibility in the area of 
digitally altered publication photographs 
Frequency Valid% Cum% 
Strong! y Agree ........... 17 10.8 10.8 
Agree ............................ 59 37.6 48.4 
Somewhat Agree ....... 59 37.6 86.0 
Somewhat Disagree .. 9 5.7 91.7 
Disagree ....................... 8 5.1 96.8 
Strong! y Disagree ...... 5 3.2 100.0 
Valid cases 157 Missing cases 2 
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Overall, 86 percent of our editors have held discussions with their 
staffs. However, of those who have held such discussions, one out of four (25 
percent) failed to discuss the issues with all the pertinent individuals at their 
respective newspapers who were involved in the output of digitally handled 
photographs.s 
Because digital image manipulation is such an important topic to most 
of the profession at this time, it is encouraging that discussions do occur. 
Several factors considered in this research appear to have little or no effect on 
whether publications hold discussions or not. Factors such as NPP A 
membership, perception of the problem level, or the occurrence of previous 
problem situations of printing manipulated photos at a publication show no 
such effect. 
5 This could involve departments other than just photography, such as editorial or 
production . 
Table 5. --Individual newspapers should set the 
standards of acceptability for digitally altered 
publication photographs 
Frequency Valid % Cum% 
Strongly Agree ........... 63 39.9 39.9 
Agree ............................ 51 32.3 72.2 
Somewhat Agree ....... 20 12.7 84.8 
Somewhat Disagree .. 5 3.2 88.0 
Disagree ....................... 16 10.1 98.1 
Strongly Disagree ...... 3 1.9 100.0 
Valid cases 158 Missing cases 1 
Whose Standards Should be Used 
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Of all respondents, only 23 percent have had any previous situations 
where manipulated · photographs have caused problems. As more and more 
publications get used to the new technology, and begin to gain a better feel for 
what should and should not be acceptable in this area, this number will go 
down . 
The question now is, ''Who should set those standards, the journalism 
community or the individual publications?" On first glance, these might 
seem to be mutually exclusive ideas. Editors do not see it that way, however. 
As table 5 shows, 85 percent agree to some extent (either "strongly agree," 
"agree," or "somewhat agree") that individual newspapers should set their 
own standards. On the other hand, however, 80 percent are in favor of 
industry set standards (see table 6). In one editor's (circ. over 250,000) opinion, 
"There needs to be industry-wide standards. News photos should never be 
altered for content. Never!" Only 11 percent were in favor of no standards at 
all. 
Table 6. --Journalism industry should set the 
standards of acceptability for digitally altered 
publication photographs 
Frequency Valid% Cum% 
Strong! y Agree ........... 46 29.1 29.1 
Agree ............................ 42 26.6 55.7 
Somewhat Agree ....... 38 24.1 79.7 
Somewhat Disagree .. 10 6.3 86.1 
Disagree ....................... 14 8.9 94.9 
Strongly Disagree ...... 8 5.1 100.0 
Valid cases 158 Missing cases 1 
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Control of the editing computers will also have an effect on how the 
standards are applied. As one editor (circ. 150-250,000) notes, "It's too tempting 
for copy editors and word people to simply create--or tell photo staffers to 
create--the image they had in mind when they made the assignment." 
Many times, word editors and art people only see photos as just 
another element on the page to be moved around and reshaped till the page 
looks nice. This attitude is very damaging to the veracity of the images in 
question. One editor (circ. over 250,000) remarks, "Editors do not want to take 
responsibility for policing questionable ethical practices. Editors realize now 
that how a paper looks is just as important as what it says and have hired 
people who give content lip-service." 
Truthfulness of the content is paramount, and deserves more than 
simple lip-service. It deserves individuals in charge of the computers who 
have a healthy respect for visual communication ethics. One editor (circ. 150-
250,000) laments, ''The art department has very different standards for photo 
Table 7. --Departments in control of the digital 
image editing computers at daily newspapers 
Frequency Valid % Cum % 
Edi tori al.. ..................... 17 
Photography ............... 86 
Production .................. 5 
Other. ........................... 3 













manipulation in feature sections and constantl y do things I feel are 
undermining picture credibility. " 
Over half of the papers (55 percent) leave the control of the image 
editing computers with their photo departments . Another 29 percent have 
work stations in more than one department, while 11 percent use imaging 
computers strictly in the newsroom (see table 7). 
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When questioned concerning the rationale for putting the digital 
image editing computer at his paper under the production department, one 
editor (circ. 25-75,000) contends, ''Theirs are the jobs being replaced by the 
technology ." Is this a proper reason to give control over visual 
communication areas to individuals who in most cases have no ethical 
background or training in visual communications? It is interesting to note, as 
one editor (circ. 25-75,000) remarks, "Most people can't adjust their color TV's, 
why let them work on our photos!" 
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Policy Standards, Written or Unwritten 
Along with the discussion over whose standards should be used, 
another point of interest that should be dealt with is whether the standards 
and/ or policies should be written in a tangible form (a style book or 
procedural handbook) or simply understood by employees but unwritten. 
Written standards are important because they let all employees be 
aware, with no room for uncertainty, of the publication's specific stand on the 
subject. In addition, written standards are something that publications know 
can be held against them (whether philosophically or legally) in the unlikely 
event they may stray from their stated position . 
When writing such policies, it is important to get input from all 
affected individuals, and to make sure that what is written has meaning and 
not just flat generic comments that have no "teeth." When asked, "What 
types of photos, if any, they would consider 'off limits' from alterations of any 
kind?" 15 percent of the editors whose publications had written standards 
reported they did not have those opinions reflected in their paper's stylebook 
or procedural handbook. 
The strong majority of the surveyed newspapers have standards that 
are "unwritten but understood by employees." Only 27 percent report having 
written standards. However, of those who have had prior problem situations, 
almost half have written policies (see table 8). 
There is also a strong linear relationship between the size of a 
publication and whether or not it has written policy standards. The larger the 
newspaper, the greater the likelihood of written standards. Although only 14 
percent of the newspapers in the 25-75,000 circulation group report written 
standards, the figures increase markedly as the size increases. At the over 
Table 8. --Standards (written or unwritten) for digital photo 















































Number of Missing Observations: 21 












250,000 circulation group, the rate is 50-50 for those who do and do not have 
written standards (see table 9). 
As previously mentioned, only 27 percent of our surveyed newspapers 
have written policy standards. However, 68 percent feel that they should have 
their standards in writing . Of those who currently have policies that are 
"unwritten but understood by employees," 59 percent feel they should have 
written policies. Thirty-five percent say they do not need them, and 6 percent 
do not know. 
Table 9. --Standards (written or unwritten) for digital 




































































Number of Missing Observations : 18 
P= .02 (X2= 14.29; df, 6) 
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Similar to the comparison of circulation size and the existence of 
written policies at a paper, the same holds true for the perception of needing 
written policy standards . The larger the newspaper, the greater the perceived 
need for written standards (see table 10). Scarcely more than half (54.5 percent) 
of the smaller newspapers feel they need written policies. In the group of 
largest newspapers, the figure jumps to almost 88 percent. 
NPP A membership also appears to play a strong role in the editors' 
views on needing their policies down on paper so to speak. Members show a 
much higher rate of feeling they need written standards than their non-
member counterparts (see table 11). Seventy -five percent of the members feel 
they should have written standards compared to only 46 percent for the non-
members. This may be largely due to the emphasis placed on discussing these 
issues by the organization through such forums as News Photographer 
magazine (a monthly NPPA publication), and the many conferences and 
workshops held by NPPA across the country . 
Other Findings 
Attitudes among our survey edito rs are very strong when it comes to 
alteration of news photos. Editors were asked questions about their feelings 
concerning alteration acceptability for news, illustration, and feature 
photographs . Response options of "always," "sometimes," and "never" were 
given for each of the three questions. An overwhelming 99 percent report 
that it should never be acceptable to alter news photographs. The attitudes are 
the same, to a lesser extent, for feature photos. Here, a less emphatic yet still 
strong 88 percent feel such alterations are never acceptable. Eleven percent 
feel they could sometimes be used, and one percent say feature alterations are 
always acceptable. 
Table 10. --Perceived need for written standards for 
digital photo manipulation subdivided by circulation 
group 
Count Need written standards 
Row% 
Col% 












































Number of Missing Observations : 4 




























Table 11. --Perceived need for written standards for 
digital photo manipulation subdivided by NPPA 
membership 
Count Need written standards 
Row% 
Col% 
Tot% Yes No Don ' t know 
NPPA 91 24 7 
Yes 74.6 19.7 5.7 
85.8 60.0 77.8 
58.7 15.5 4.5 
15 16 3 
No 45.5 48.5 6.1 
14.2 40.0 22.2 

















Number of Missing Observations : 4 
P= .003 (X2= 11.58; df, 2) 
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The story is somewhat different when it comes to illustration 
photographs. For illustration purposes, 66 percent report they would 
sometimes alter the images. Only 6 percent give the "never" thumbs down . 
At the same time, however, 27 percent of our editors feel that it should 
always be all right to alter photographs for strictly illustration purposes . 
Many of the editors concur with the opinion of one editor (circ. 25-
75,000) who said, "It's imperative that newspapers clearly list photo 
illustrations as such . We will have lost our credibility, forever possibly, if 
altered photos are allowed to run as news photos ." A more stringent 
viewpoint is that expressed by another editor (circ. 75-150,000) who says, ''The 
only situation within newspapers that digital alteration should even come up 
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for consideration would be in the area of abstract illustration for feature 
sections of the paper, and then only if the illustration is clearly labeled as a 
manipulated illustration." 
Comparison of attitudes on illustration alteration for each of the four 
circulation groups shows a slightly more liberal tolerance for such alterations 
among the smaller papers than among the three other groups. As mentioned, 
most of the responses for all the papers range between "sometimes" and 
"always." However, the smaller newspapers have a higher rate of "always" 
responses than do the other groups (see table 12). The overall weight is clearly 
in the "sometimes" area, but there seem to be more purists with a "This is 
always OK" attitude among editors at the smaller newspapers . 
Circulation size also comes into play for the existence of prior problem 
situations at a paper. By this, we are referring to situations where the use of 
manipulated photographs has caused problems for a newspaper or its staff. 
Problems that some of our respondents report include an editor who "added a 
fishing line to a fly rod to enhance the photo," a "subject photographed in 
silhouette to protect identity, then 'corrected' by the scanning department to 
show the persons face," an "artist [who] put things in the photo that were not 
there," the "removal of obscene graffiti from feature page photo," a photo that 
was "retouched to remove a hand in front of Pres . Clinton and the same 
photo came out in [their] competition's paper," or the "production 
department [that] took it upon themselves on one occasion to 'erase' a bulls 
genitals from a rodeo picture." The list goes on and on. In this last case, the 
alteration was noticed and restored to its original content before publication. 
Table 12. --Acceptability of digital image manipulation 



















































Number of Missing Observations: 2 






























Even those who have not altered photos are not immune. As one 
editor (circ. over 250,000) reports, 'We were accused of manipulating a picture 
of smog in the lake Tahoe region. There wasn't any manipulation." 
The misdeeds of others affect us all. "People develop stereotypes too 
easily, often after seeing one or two bad examples," notes one editor (circ. 75-
150,000). Another editor (circ. 25-75,000) puts it this way, "Every time 
[someone] alters an image it affects the credibility of all news images." All 
publications pay for the mistakes of the few . 
Although most of the papers in our survey have not had any problem 
situations, there is a relationship between the size of the paper and the 
existence of prior problems. These problems occur more frequently among 
the larger newspapers than among the smaller ones (see table 13). As the size 
of the newspaper in.creases, so does the percentage of prior problems . This 
may be due, however, to the fact that the larger newspapers have, for the 
most part, had the technology longer than smaller papers. As such, they have 
had a longer period of time in which problems could occur. 
Circulation was not a statistically significant factor for predicting other 
variables such as the editors' years of professional experience or in their 
membership in NPPA. With only a slightly elevated percentage of both non-
NPPA members and less experienced editors among the smaller newspapers, 
the data figures are rather evenly spread across the various circulation groups. 
Table 13. --Existence of previous problem situations 
stemming from published digitally altered photographs 


































































Number of Missing Observations: 4 
















Apparently we have now come full circle in photographic honesty . We 
started with engraver-controlled manipulations with hand-carved woodcuts. 
The advent of halftones brought a certain level of honesty because the 
content that was photographed in the camera was the content that was 
printed in the paper. Now the computers, and all their magical wizardry, 
have returned us to our less than honest past . 
We have seen clearly that photo manipulations are nothing new . As 
one survey respondent (circ . 25-75,000) remembers, "About 25 years ago, I 
recall a sports editor replacing a discuss with, what looked like a shot, as we 
only had a photo of him throwing the discuss and he set a record in the shot 
put." This deception has no place in responsible journalism. Just as writers 
can influence readers by adding or deleting quotes or taking information out 
of context to change meaning or truth, a photographer can do the same by 
manipulating a photograph. We have a responsibility to shoot the truth and 
leave it at that. 
The only thing that has really changed is the way alterations can be 
done and the cleanness of the results. One survey editor (circ. over 250,000) 
explains it by saying, ''The capacity, with airbrush et al, has existed for some 
time. The new reality is the ease with which it can be done. The propriety of 
doing it has long been established. Technology does not supersede ethics." 
Most editors (87 percent) agree that digital photo manipulation is a 
problem looming on the horizon, waiting to swoop down and crush 
newspaper credibility. An equal number (86 percent), however, feel that we 
are headed in the right direction to setting standards of acceptability to 
safeguard this ever precious credibility . 
In most cases across the country (73 percent), these standards are 
unwritten policies . More and more, editors are feeling they should have 
written standards . Almost 60 percent of editors with unwritten policies are 
now thinking they should put their policies into writing . 
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It is vitally important to set standards now while the level of credibility 
is still somewhat intact. Be honest with the reader. "With such strong public 
distrust of the media," warns one survey editor (circ. over 250,000), "imagine 
the results if we published an enhanced or digitally altered photo that added 
or removed elements to distort the truth ." 
Most of the profession are honest and are in no way a worry to other 
journalists . If an individual was honest before computers , he or she most 
likely will still be honest. However , if the individual did not lie before 
because it was too difficult, that is where our new found problem is. 
Commenting on digital image manipulations in general, one editor 
(circ . over 250,000) contends, "I believe, personally, that average readers don't 
see the trees or phone lines coming from people's heads . They take such 
photos themselves and really just ignore them!! Maybe our visual training is 
so strong that we become worried about perfection ." That may very well be so . 
After all, the world is full of flaws . Why then do we strive for photos that are 
flawless? 
In order to be worthy of the public's trust, should we not show the 
reader the camera's reality, not some desk-bound editor's reality? Another 
survey editor (circ. 25-75,000) explains, 'Where content of a newsphoto is 
altered in any fashion, reality has also changed . Do we have that right to lie to 
our readers?" 
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We can prevent such lies by holding discussions with staff members 
and talking about any ethical concerns that may exist. Fully 97 percent of 
those who have had prior problem situations have held these kinds of 
discussions with their staffs. At the same time, 83 percent who have not had 
problems have held discussions anyway. 
Clearly this is a topic of great interest at this time, and one that 
virtually everyone is and should be talking about whether or not they 
personally have had a problem . Eighty-six percent of all the papers have had 
such discussions and more are needed on a regular basis. 
Through this research survey, responses were divided into comparison 
groups such as NPP A members vs . non-members or newspaper size groups, 
large vs . small. In some cases, as we have noted, tendencies appeared where 
response predictions could be made. In many other instances, however, little 
or no difference was apparent between the comparison groups. This shows us 
that the vast majority of visual editors across the profession are generally all 
visually perceptive and in tune to the issues at hand regardless of their 
personal background or the size of their publication. 
It should always be remembered that the reader is not stupid, and 
deserves not to be deceived. It is best said that, as one survey editor (circ. 75-
150,000) points out, lest we should forget, "Newspapers are supposed to 
present images of the world as it is, not as news people wish it would be." 
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First Mailing Cover Letter 
Dear Photo Editor : 
I am a graduate student in the Communication Department at Utah State 
University and I need your help. I have been a photojournalist for eight years 
and am currently working on a Masters degree . As part of my thesis I am 
gathering information for a study on digital photo manipulation decisions in 
daily newspaper production . 
We are conducting a survey of U.S . daily newspapers. This is a study of 
attitudes concerning content alteration of photographs through digital photo 
manipulation . We are not as concerned with standard cropping and sizing of 
photographs as we are with the deletion or addition of elements within the 
image that alter the photograph's content . 
Enclosed is a short questionnaire that we are sending to individuals, like 
yourself , who are in positions of control over photo usage decisions at their 
respective newspapers. 
I understand you are probably very busy, but if you can, please take a few 
minutes to fill out this questionnaire and return it in the enclosed business 
reply envelope. No postage is necessary if you use the accompanying 
envelope . Your participation with this survey is greatly appreciated . 
I hope you will be able to reply quickly. If you are not the chief individual 
over photography at your publication, please forward this letter and 
questionnaire to the appropriate person. 
Thank you for your consideration and assistance . 
Sincerely, 
Douglas M. Lind 
Douglas M. Lind Communication Department 
Utah State University UMC 4605 Logan, Utah 84322 
126 
Second Mailing Cover Letter 
Dear Photo Editor : 
This is a follow up to the material I sent last month. As you may recall , I am 
trying to get current information about photo manipulation standards among 
daily newspapers. 
Enclosed is a short questionnaire that we are sending to individuals, like 
yourself, who are in positions of control over photo usage decisions at their 
respective newspapers . This is a study of attitudes concerning content 
alteration of photographs through digital photo manipulation. We are not as 
concerned with standard cropping and sizing of photographs as we are with 
the deletion or addition of elements within the image that alter the 
photograph's content . 
I understand you are probably very busy, but if you can, please take a few 
minutes to fill out this questionnaire and return it in the enclosed business 
reply envelope. No postage is necessary if you use the accompanying 
envelope. Your participation with this survey is greatly appreciated . 
I hope you will be able to reply quickly . If you are not the chief individual 
over photography at your publication, please forward this letter and 
questionnaire to the appropriate person . 
Thank you for your consideration and assistance . 
Sincerely, 
Douglas M. Lind 
Douglas M. Lind Communication Department 
Utah State University UMC 4605 Logan, Utah 84322 
SURVEY ON DIGITAL PHOTO MANIPULATION 
DECISIONS IN DAILY NEWSPAPER PRODUCTION 
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Thank you for your assistance in this national research survey. Your 
participation will greatly help in gaining a better understanding of the 
current issues and concerns surrounding the increasing use of electronic 
image editing and management technology. 
Name: ____________ Daytime phone: "B' ,__ _ _,__ ____ _ 
Newspaper: ___________ Average daily circulation: ____ _ 
Address: __________________________ _ 
Your position title: 
0 a) Photo Editor 
0 b) Picture Editor 
0 c) AME/Grap~ics 
0 d) Director of Photo. 0 g) Graphics Editor 
0 e) Photo Dept . Mangr. 0 h) Art Director 
0 f) Chief Photographer Oh) Other: ____ _ 
How many years of experience do 
you have where photojournalism or 
visual communication has been your 
primary responsibility? 
0 a)< 1 year 
0 b) 1-4 years 
0 c) 5-9 years 
0 d) 10-14 years 
0 e) 15-19 years 
0 f) 20+ years 
What is your influence in O Strong influence 
day-to-day photo editing 
decisions? D Moderate influence 
0 Slight influence 
0 No influence 
How familiar are you 
with electronic imaging 
(digital photo editing)? 
0 Very Knowledgeable O Know just a little 
0 Knowledgeable O Never heard of it 
Are you an NPPA member? 
Highest degree received? 
0 Dr./Ph.D. degree 
0 Masters degree 
My background is in: 
D Yes D No 
0 Bachelors degree 
0 Associate degree 
0 High school/ GED 
0 Didn't finish H.S. 
0 Photojournalism D Writing O Advertising D Other: ____ _ 
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1) Do you consider digital image alteration a 
potential problem to newspaper credibility? 0 Yes ON o O Don't Know 
If so, in your opinion, why is digital image alteration a problem? 
2) To what level do you consider digital 
image alteration a potential problem to 
newspaper credibility? 
0 High O Low 
0 Medium O It isn't a problem 
Please mark the following with the level of 
agreement that you feel with the statement: 
3) Our industry is making (or has already made) 
progress to safeguard journalistic credibility in 
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4) Individual newspapers should set their own 
standards to govern acceptable situations for O O O O O 0 
digital photo manipulation . 
S) There should be industry-wide standards for D D D D D D 
digital photo manipulation that everyone abides 
by. 
6) There is no need for set standards for acceptable 
situations for digital photo manipulation . D D D D D D 
Please indicate how you feel about content alterations (beyond standard 
cropping, dodging and burning, or sizing) for the following statements; 
7) Content alteration of a "news" 
photo is acceptable . 
8) Content alteration of an 
"illustration" photo is acceptable . 
9) Content alteration of a "feature" 
photo is acceptable . 
D Always O Sometimes D Never 
0 Always O Sometimes D Never 
D Always D Sometimes O Never 
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10) Has your publication discussed the issues 
of photo manipulation with staff members? 0 Yes ON o O Don't Know 
If so, have the .discussions 
involved all staff members who 
have anything to do with photos O Yes ON O O Don't Know (i.e., photo, editorial, 
production, etc.)? 
11) Do you consider manipulation of 
journalistic photos to be a threat to future O Yes ON O O Don't Know 
credibility of documentary photojournalism? 
If so, how great do you 
consider the threat? 0 Low O Medium O High 
12) Does your publication have standards 
or policies (formal or informal) for the 
usage of digital photo manipulation? 
0 Yes O No D Don ' t Know 
0 Written down If so, are these 
standards : 0 Unwritten but understood by employees 
0 Don't Know 
If you answered Written down , 
how long have the sections -AND-
covering digital photo manip-
ulations been in existence? 
Have you made 
any changes to 
these policies in 
the last two years? 
D Yes D No 
13) Do you feel that your publication 
needs written policies for photo 
manipulation in some type of style D Yes O No D Don't Know 
manual or procedural handbook? 
14) Have you had previous If so, can you explain? 
situations that caused problems? 
0 Yes D No D Don't Know 
15) What types of photos, if any, would you consider "off limits" from 
alterations of any kind? Example : "I would never alter ______ photos." 
130 
16) Are your answers from question #15 
reflected in your publication's style book or O Yes ON O O Don ' t Know procedural handbook (if you have one)? 
17) Which department controls the 
electronic picture desk (if you have 
one) at your paper ? 
D Editorial D Photography 
D Production D Other: 
18) What was the rationale for putting 
the digital photo computer under that 
department? 
19) If there is a question about making 
alterations to a given photo, who is in 
the decision making loop (by title)? 
Who should be in the loop 
(either added or deleted)? 
-----
20) What is your newspaper's involvement in digital photo production? 
D We currently have digital photo editing capabilities . 
D We'll obtain the· digital photo editing capabilities within 1 year . 
D We'll obtain the digital photo editing capabilities within 2-5 years. 
D At this time, we don't know if we want digital photo editing capabilities. 
D We will not be getting into digital photo editing . 
COMMEN1S: - -- ---- ---- ---------- --- -
(For more room, please attach additional pages as needed.) 
Another request, for personal reasons: 
if your publication has a printed style manual 
or procedural handbook, can you send a copy 
of the sections related to photographs, photo 
manipulation and photo usage to: ,, 
Doug Lind 
Communication Dept. 
Utah State University 
UMC4605 
Logan, Utah 84322 
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APPENDIX B 
LIST OF NEWSPAPERS SURVEYED 
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Surveyed Newspapers with Circulations Over 250,000 
The Wall Street Journal 
200 Liberty Street 
New York, NY 10281 
USA Today 
1000 Wilson Blvd . 
Arlington, VA 22229 
Los Angeles Times 
Times Mirror Square 
Los Angeles, CA 90053 
The New York Times 
229 West 43rd St. 
New York, NY 10036 
The Washington Post 
1150 15th Street N .W. 
Washington D.C. 20071 
New York Daily News 
220 E. 42nd Street 
New York, NY 10017 
Newsday 
235 Pinelawn Road 
Melville , NY 11747 
Chicago Tribune 
435 N . Michigan Ave . 
Chicago, IL 60611 
Detroit Free Press 
321 W. Lafayette Blvd. 
Detroit, MI 48226 
San Francisco Chronicle 
901 Mission Street 
San Francisco, CA 94103 
The New York Post 
210 South Street 
New York, NY 10002 
Chicago Sun-Times 
401 N. Wabash Ave. 
Chicago, IL 60611 
The Philadelphia Inquirer 
400 N. Broad Street 
Philadelphia, PA 19103 
The Boston Globe 
135 Morrissey Blvd. 
Boston, MA 02107 
Atlanta Journal & Constitution 
PO Box4689 
Atlanta, GA 30302 
The Star-Ledger 
One Star Ledger Plaza 
Newark, NJ 07101 
Detroit News 
615 Lafayette Blvd . 
Detroit , MI 48226 
The Miami Herald 
One Herald Plaza 
Miami, FL 33121 
Cleveland Plain Dealer 
1801 Superior A venue 
Cleveland, OH 44114 
Star Tibune 
425 Portland A venue 
Minneapolis, MN 55488 
• Surveys returned from newspapers in bold type 
Houston Chronicle 
801 Texas Avenue 
Houston, TX 77002 
Dallas Morning News 
508 Young Street 
Dallas, TX 75202 
The Baltimore Sun 
501 N. Calvert Street 
Baltimore, MD 21278 
The San Diego Union-Tribune 
PO Box 191 
San Diego, CA 92112 
Rocky Mountain News 
400 W. Colfax Avenue 
Denver, CO 80204 
St. Petersburg Times 
PO Box 1121 
St. Petersburg, FL 33731-1121 
St. Louis Post-Dispatch 
900 North Tucker Blvd. 
St. Louis, MO 63101 
Boston Herald 
One Herald Square 
Boston, MA 02106 
The Orange County Register 
625 N . Grand Avenue 
Orange County, CA 92701 
Arizona Republic 
120 E. Van Buren St. 
Phoenix, AZ 85004 
The Oregonian 
1320 S. W.Broadway 
Portland, OR 97201 
The Buffalo News 
One News Plaza Box 100 
Buffalo, NY 14240 
The Houston Post 
PO Box 4747 
Houston, TX 77210-4747 
Tampa Tribune 
202 S. Parker Street 
Tampa, FL 33606 
Kansas City Star 
1729 Grand Avenue 
Kansas City, MO 64108 
The Orlando Sentinel 
633 N. Orange Avenue 
Orlando, FL 32801 
San Jose Murcury News 
750 Ridder Park Drive 
San Jose, CA 95190 
Sacramento Bee 
PO Box 15779 
Sacramento, CA 95852 
Times-Picayune 
3800 Howard A venue 
New Orleans, LA 70140 
The Columbus Dispatch 
34 S. Third Street 
Columbus, OH 43215 
The Denver Post 
1560 Broadway 
Denver, CO 80202 
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Surveyed Newspapers with Circulations Between 150,000 and 250,000 
Fort Worth Star-Telegram 
PO Box 1870 
Fort Worth, TX 76101 
The Richmond Times-Dispatch 
333 East Grace Street 
Richmond, VA 23219 
Sun-Sentinel 
200 E. Las Olas Blvd. 
Fort Lauderdale, FL 33301 
The Milwaukee Journal 
PO Box 661 
Milwaukee, WI 53201 
The Seattle Times 
PO Box 70 
Seattle, WA 98111 
Courier-Journal 
PO Box 740031 
Louisville, KY 40201-7431 
The Pittsburgh Press 
34 Blvd. of the Allies 
Pittsburgh, PA 15230 
Charlotte Observer 
PO Box32188 
Charlotte, NC 28232 
The Indianapolis Star 
PO Box 145 
Indianapolis, IN 46204 
The Hartford Courant 
285 Broad Street 
Hartford, CT 06115 
Virginian-Pilot & Ledger-Star 
150 W. Brambleton Avenue 
Norfolk, VA 23510 
Omaha World-Herald 
Worl-Herald Square 
Omaha, NE 68102 
The Daily Oklahoman 
PO Box25125 
Oklahoma City, OK 73125 
The Rochester Democrat & 
Chronicleffimes-Union 
55 Exchange Street 
Rochester, NY 14614 
Seattle Post-Intelligencer 
101 Elliott Ave. W. 
Seattle, WA 98119 
El Nuevo Dia 
PO Bozx 297 
San Juan, PR 00902 
Pioneer Press 
345 Cedar Street 
St. Paul, MN 55101 
Los Angeles Daily News 
PO Box4200 
Woodland Hills, CA 91365 
Providence Journal 
75 Fountain Street 
Providence, RI 02902 
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The Des Moines Register 
715 Locust Street 
Des Moines, IA 50304 
The Cincinnati Enquirer 
312 Elm Street 
Cincinnati, OH 45202 
The Philadelphia Daily News 
400 N. Broad Street 
Philadelphia, PA 19101 
Commercial Appeal 
495 Unoin Avenue 
Memphis, TN 38104 
San Antonio Express-News 
Ave. E & Third Street 
San Antonio, TX 78205 
Dayton Daily News 
45 South Ludlow Street 
Dayton, OH 45402 
The Syracuse Newspapers 
One Clinton Square 
Syracuse, NY 13202 
The Florida Times-Union 
PO Box 1949 
Jacksonville, FL 32231 
The Palm Beach Post 
2751 Dixie Hwy. 
West Palm Beach, FL 33416 
Austin American-Statesman 
305 S. Congress 
Austin, TX 78704 
Milwaukee Sentinel 
918 N. 4th Street 
Milwaukee, WI 53201 
Pittsburgh Post-Gazette 
50 Blvd . of the Allies 
Pittsburgh, PA 15222 
Asbury Park Press 
PO Box 1550 
Neptune, NJ 07754-1550 
Las Vegas Review-Journal & Sun 
PO Box4275 
Las Vegas, NV 89127 
The Birmingham News 
2200 N. 4th Avenue 
Birmingham, AL 35202 
The Record 
150 River Street 
Hackensack,NJ 07601 
The Riverside Press-Enterprise 
PO Box 792 
Riverside, CA 92502 
The Press 
155 Michigan N .W. 
Grand Rapids, MI 49503 
Investor's Daily 
1941 Armacost A venue 
Los Angeles, CA 90025 
Akron Beacon Journal 
44 E. Exchange Street 
Akron, 0 H 44328 
San Antonio Light 
420 Broaddway 
San Antonio, TX 78205 
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Surveyed Newspapers with Circulations Between 75,000 and 150,000 
The Fairfax Journal 
6883 Commercial Drive 
Springfield, VA 22159 
The Blade 
541 Superior Street 
Toledo, OH 43660 
The Fresno Bee 
1626 E. Street 
Fresno, CA 93786-0001 
Knoxville News-Sentinel 
208 W. Church Avenue 
Knoxville, TN 37901 
The News & Observer 
215 S. McDowell Street 
Raleigh, NC 27602 -
The Morning Call 
PO Box 1260 
Allentown, PA 18105 
The Tennessean 
1100 Broadway 
Nashville, TN 37203 
The State 
PO Box 1333 
Columbia, SC 29202 
San Fransisco Examiner 
110 Fifth Street 
San Francisco, CA 94103 
Press-Telegram 
604 Pine Avenue 
Long Beach, CA 90844 
Tulsa World 
315 S. Boulder Avenue 
Tulsa, OK 74103 
Sarasota Herald Tribune 
PO Box 1719 
Sarasota, FL 34230 
News-Tribune 
PO Box 11000 
Tacoma, WA 98411 
Herald-Leader 
100 Midland A venue 
Lexington, KY 40508 
The News-Journal 
PO Box 15505 
Wilmington, DE 19850 
Albuquerque Journal 
7777 Jefferson N .E. 
Albuquerque, NM 87113 
The Wichita Eagle 
825 E. Douglas 
Wichita, KS 67201 
The Post & Courier 
134 Columbus Street 
Charleston, SC 29403 
Worcester Telegram & Gazette 
Box 15012 
Worcester, MA 01615-0012 
The Greenville News 
305 S. Main Street 
Greenville, SC 29602 
• Surveys returned from newspapers in bold type 
Arkansas Democrat-Gazette 
Capitol Ave. & Scott Street 
Little Rock, AR 72207 
Greensboro News & Record 
PO Box 20848 
Greensboro, NC 27420-0848 
Times & World News 
PO Box2491 
Roanoke, VA 24010 
The Salt Lake Tribune 
143 South Main 
Salt Lake City, UT 84111 
Union-News 
1860 Main Street 
Springfield, MA 01102 
Oakland Tribune 
PO Box28884 
Oakland, CA 94604 
The Times Union 
News Plaza Box 15000 
Albany, NY 12212 
Patriot & News 
PO Box2265 
Harrisburg, PA 17105-2265 
La Opinion 
411 West 5th Street 
Los Angeles, CA 90014 
The Advocate 
525 Lafayette Street 
Baton Rouge, LA 70808 
The Flint Journal 
200 E. First Street 
Flint, MI 48502 
Clarion Ledger 
311 E. Pearl Street 
Jackson,MS 39205 
Christian Science Monitor 
One Norway Street 
Boston, MA 02115 
Newport News Daily Press 
7505 Warwick Blvd. 
Newport News, VA 23607 
Gazette Telegraph 
30 S. Prospect Street 
Colorado Springs, CO 80903 
The Indianapolis News 
307 N. Pennsylvania St. 
Indianapolis, IN 46204 
The Cincinnati Post 
125 E. Court Street 
Cincinnati, OH 45202 
Press-Register 
PO Box 2488 
Mobile, AL 36630 
New Haven Register 
40 Sargent Drive 
New Haven, CT 06511 
The Lancaster New Era & 
The Intelligencer Journal 
PO Box 1328 
Lancaster, PA 17603 
Courier-Post 
PO Box 5300 
Cherry Hill, NJ 08034 
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Daily Herald 
PO Box280 
Arlington Hgts, IL 60006 
The Honolulu Advertiser 
605 Kapiolani Blvd. 
Honolulu, HI 96802 
The Washington Times 
3600 New York Ave. N.E. 
Washington D.C. 20002 
The Press Democrat 
427 Mendocino A venue 
Santa Rosa, CA 95401 
Daytona Beach News-Journal 
901 Sixth Street 
Daytona Beach, FL 32117 
The Sun 
399 N . "D" Street 
San Bernardino, CA 92401 
The Journal 
418 N. Marshall 
Winston-Salem, NC 27102 
Peoria Journal Star 
#1 News Plaza 
Peoria, IL 61614 
South Bend Tribune 
225 W. Colfax Avenue 
South Bend, IN 46626 
News-Press 
2442 Dr Martin Luther King Jr Blvd 
Fort Myers, FL 33901 
The Vindicator 
PO Box780 
Youngstown, OH 44501 
The Arizona Daily Star 
PO Box 26807 
Tucson, AZ 85726 
Honolulu Star-Bulletin 
PO Box3080 
Honolulu, HI 96802 
The Daily Breeze 
5215 Torrance Blvd. 
Torrance, CA 90509 
Contra Costa Times 
2640 Shadelands Drive 
Walnut Creek, CA 94598 
The Patriot Ledger 
400 Crown Colony Drive 
Quincy, MA 02169 
Phoenix Gazette 
120 E. Van Buren St. 
Phoenix, AZ 85004 
Times Herald-Record 
40 Mulberry Street 
Middletown, NY 10940 
Wisconsin State Journal 
1901 Fish Hatchery Rd. 
Madison, WI 53713 
The Bakersfield Californian 
PO Bin440 
Bakersfield, CA 93302-0440 
Modesto Bee 
PO Box3928 
Modesto, CA 95352 
The Press 
1000 W. Washingtoin A venue 
Pleasantville, NJ 08232 
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The Shreveport Times 
PO Box30222 
Shreveport, LA 71101 
The Times 
500 Perry Street 
Trenton, NJ 08605 
Florida Today 
PO Box 363000 
Melbourne, FL 32936 
Lincoln Journal-Star 




Lakeland, FL 33802 
The Daily Challenge 
1360 Fulton Street . 
Brooklyn, NY 11216 
Bangor Daily News 
491 Main Street 
Bangor, ME 04402-1329 
Staten Island Advance 
950 Fingerboard Road 
Staten Island, NY 10305 
The Scranton Times & Tribune 
149 Penn Avenue 
Scranton, PA 18505 
Reading Eagle/Times 
354 Court Street 
Reading, PA 19603 
Oakland Press 
PO Box 436009 
Pontiac, MI 48343 
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Surveyed Newspapers with Circulations Between 25.000 and 75.000 
The Augusta Chronicle 
725 Broad Street 
Augusta, GA 30901 
Rockford Register Star 
99 E. State Street 
Rockford,IL 61105 
Morning News/Evening Press 
PO Box 1088 
Savannah, GA 31402-1088 
The Union Leader 
100 William Loeb Drive 
Manchester, NH 03109 
Press & Sun-Bulletin 
Vestal Parkway East 
Binghamton, NY 13902 
Lansing State Journal 
120 E. Lenawee Street 
Lansing, MI 48919 
The State Journal & Register 
1 Copley Plaza 
Springfield, IL 62701 
Avalanche-Journal 
PO Box491 
Lubbock, TX 79408 
• Surveys returned from newspapers in bold type 
Corpus Christi Caller-Times 
PO Box9136 
Corpus Christi, TX 78469 
Courier Times 
8400 Route 13 
Levittown, PA 19057 
Gazette 
401 S. Burdick Street 
Kalamazoo, MI 49003 
The Times 
601 45th Avenue 
Munster, IN 46321 
El Paso Times 
Times Plaza 
El Paso, TX 79901 
Sentinel 
PO Box 220 
Scottsboro, AL 35768 
The Repository 
500 South Market Street 
Canton, OH 44702 
Deseret News 
PO Box 2220 
SLC, UT 84110 
Tallahassee Democrat 
277 N. Magnolia Drive 
Tallahassee, FL 32302 
Idaho Statesman 
PO Box40 
Boise, ID 83707 
Press-Gazette 
PO Box 19430 
Green Bay, WI 54307-9430 
140 
The News Leader 
651 Boonville 
Springfield, MO 65806 
The Huntsville Times 
PO Box 1487 West Station 
Huntsville, AL 35801 
The Gainesville Sun 
2700 S.W. 13th Street 
Gainesville, FL 32608 
The Stockton Record 
530 E. Market Street 
Stockton, CA 95202 
Lowell Sun 
15 Kearney Square 
Lowell, MA 01853 
Quad City Times 
500 E. Third Street 
Davenport, IA 52808 
Standard Examiner 
455 23rd Street 
Ogden, UT 84402 
The News Herald 
38879 Mentor Avenue 
Willoughby, OH 44094 
News -Press 
PO Drawer 1359 
Santa Barbara, CA 93102 
Daily Southtown Economist 
5959 S. Harlem Avenue 
Chicago, IL 60638 
Tribune-Review 
Cabin Hill Drive 
Greensburg, PA 15601 
• Surveys returned from newspapers in bold type 
The Columbian 
PO Box 180 
Vancouver, WA 98666 
The Pueblo Chieftain 
PO Box4040 
Pueblo, CO 81003 
Chattanooga News-Free Press 
400 East 11th Street 
Chattanooga, TN 37401 
Sioux City Journal 
515 Pavonia 
Sioux City,IA 51102 
Belleville News-Democrat 
120 S. Illinios Street 
Belleville, IL 62221 
White Plains Reporter Dispatch 
One Gannett Drive . 
White Plains, NY 10464 
Argus Leader 
200 S. Minnesota A venue 
Sioux Falls, SD 57102 
Waco Tribune-Herald 
900 Franklin 
Waco, TX 76702 
News-Register & Intelligencer 
1500 Main Street 
Wheeling, WV 26003 
Beaver County Times 
400 Fair Avenue 
Beaver, PA 15009 
The Times 
1080 S. Amphlett Blvd . 
San Mateo, CA 94402 
The News-Gazette 
15 Main Street 
Champaign, IL 61820 
Telegraph/ Courier-Times 
PO Box2030 
Tyler, TX 75710 
Herald & Review 
PO Box311 
Decatur, IL 62525 
The Chattanooga Times 
PO Box951 
Chattanooga, TN 37401 
St. Joseph News-Press 
825Edmond 
St. Joseph, MO 64502 
The Tribune Chronicle 
240 Franklin Street S.E. 
Warren,OH 44482 
Anderson Independent-Mail 
1000 Williamston Road 
Anderson, SC 29621 
Southwest Times Record 
920 Rogers A venue 
Fort Smith, AR 72901 
Burlington County Times 
Route 130 
Willingboro, NJ 08046 
The Sun 
PO Box259 
Bremerton, WA 98310 
Blade-Citizen 
POBox90 
Oceanside, CA 92054 
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Daily Town Talk 
PO Box 7558 
Alexandria, LA 71306 
Gastonia Gazette 
2500 E. Franklin Blvd. 
Gastonia, NC 28052 
The Beacon-News 
101 S. River Street 
Aurora, IL 60506 
The Day 
PO Box 1231 
New London, CT 06320 
0 bserver-Reporter 
122 S. Main Street 
Washington, PA 15301 
The Albuquerque Tribune 
PODrawerT 
Albuquerque, NM 87103 
Journal & Cour ier 
217 North 6th Street 
Lafayette, IN 47901 
Valley News Dispatch 
210 4th Avenue 
Tarentum,P A 15084 
Jackson Citizen Patriot 




Elyria, OH 44036 
News-Sun 
202 N. Limestone Street 
Springfield, OH 45503 
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Naples Daily News 
1075 Cental Avenue 
Naples, FL 33940 
Tribune 
401 North 3rd Street 
La Crosse , WI 54601 
The Middlesex News 
PO Box 9149 
Framingham, MA 01701 
Star-Gazette 
201 Baldwin Street 
Elmira, NY 14902 
The San Juan Star 
G.P.O. Box 4187 
San Juan, PR 00936 
Altoona Mirror 
1000 Green Avenue 
Altoona, PA 16603 
Norwich Bulletin 
66 Franklin Street 
Norwich, CT 06360 
Valley Times 
127 Spring Street 
Pleasanton, CA 94566 
Times Daily 
219 W. Tennessee Street 
Florence, AL 35630 
Rapid City Journal 
PO Box450 
Rapid City, SD 57709 
The Olympian 
1268 E. 4th Street 
01 ym pia, WA 98501 
• Surveys returned from newspapers in bold type 
Owensboro Messenger-Inquirer 
1401 Frederica Street 
Owensboro, KY 42301 
Valley Daily News 
600 S. Washington Street 
Kent, WA 98032 
San Angelo Standard-Times 
34 W. Harris 
San Angelo, TX 76902 
Longview News-Journal 
320 E. Methvin 
Longview, TX 75601 
Tribune 
PO BOx 1498 
Bismarck, ND 58502-1498 
The Stamford Advocate 
75 Tresser Blvd. 
Stamford, CT 06904 
The Daily News-Record 
231 S. Liberty Street 
Harrisonburg, VA 22801 
Uniontown Herald-Standard 
PO Box838 
Uniontown, PA 15401 
Daily Tribune 
210 East 3rd Avenue 
Royal Oak, MI 48068 
The Herald 
132 W. Main 
Rock Hill, SC 29730 
Foster's Daily Democrat 
333 Central Avenue 
Dover, NH 03820 
The Daily Herald 
1555 N. 200 West 
Provo, UT 84604 
Southern Illinoisan 
710 N. Illinois Street 
Carbondale, IL 62924 
Gloucester County Times 
309 South Broad Street 
Woodbury, NJ 08096 
Republican 
111 Mahantongo Street 
Pottsville, PA 17901 
The Daily Dispatch 
1720 5th Ave . 
Moline, IL 61265 
The Post-Register 
333 N orthgate Mile 
Idaho Falls, ID 83401 
Kenosha News 
715 58th Street 
Kenosha, WI 53141 
Chicago Defender 
2400 South Michigan 
Chicago, IL 60616 
St. Ooud Daily Times 
PO Box 768 
St. Ooud, MN 56302 
Daily Commercial 
212 E. Main Street 
Leesburg, FL 34749 
The Decatur Daily 
201 First Avenue S.E. 
Decatur, AL 35601 
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The Tribune 
300 North Union 
Kokomo, IN 46901 
Marietta Daily Journal 
580 Fairground Street 
Marietta, GA 30060 
Daily News 
409 Walnut Street 
McKeesport, PA 15134 
Daily Times 
PO Box 1937 
Salisbury, MD 21801 
Niagara Gazette 
310 Niagara Street 
Niagara Falls, NY 14303 
Morning Sentinel 
25 Silver Street 




Oshkosh N orthwestem 
224 State Street 
Oshkosh, WI 54901 
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APPENDIXC 
PROCEDURES HANDBOOK SAMPLES 
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From The Sarasota (FL) Herald Tribune 
Electronic Photo Editing Protocol 
The introduction of electronic photo editing technology to the Herald 
Tribune brings with it concerns about the use of the image manipulation 
capabilities of the tools in our daily production . 
The technology gives us the ability to easily alter the content or create a 
new photograph that could deceive the reader and ultimately damage the 
credibility of the Herald-Tribune. 
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IT HAS ALWAYS BEEN THE POLICY OF THE HERALD-TRIBUNE THAT 
CONTENT AL TERA TION OF PHOTOGRAPHS IS UN ACCEPTABLE USING 
PAST OR PRESENT TECHNOLOGY. 
If significant reason exists to challenge this policy it will be addressed in 
the following manner. 
NO DISCUSSION NEEDED 
Dodging and burning of areas in the photograph that do not change the 
content, for instance, lightening or darkening areas of the photograph to make 
them reproducible in the newspaper. 
Correction of technical defects in a photo. For instance, repairing line hits 
in a photo or erasing line noise . 
DISCUSSION REQUIRED 
Photographs with the potential to breach community standards, including 
accidental inclusion of genitals, obscene gestures, or offensive cultural elements. 
Photographs that may offend community standards, including gruesome 
or emotionally distressing photographs. 
Discussion is also required to use the electronic image manipulation 
capabilities to create an illustration using photographic elements. It should be 
noted that this protocol does not preclude the use of the technology to create 
illustrations using the particular advantages of the tools, but does require the 
resulting illustration not closely resemble a real life scene and requires the 
resulting illustration be labeled as to its creative elements. 
THE DISCUSSION GROUP SHOULD INCLUDE 
Photographer, top newsroom executive, photo editor, section editor, and 
anyone who might lend an enlightened argument for or against the usage. 
Some of the questions that should come up in the discussion should 
include: 
What are the alternatives: Can another photo convey the same message 
and eliminate the concerns? 
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Is possession of the technical capability to alter a photograph justifying the 
proposed manipulation? 
Is all of the necessary information available for discussion: Story and 
photo readily available? 
Is there any missing information from the photograph? 
What is the news value of the particular photograph? 
Are there legal or ethical concerns about running the photo? 
Who might be offended and why? 
What are the possible consequences of publishing the photo? 
Will we be able to justify our decision? 
PHOTO CREDITS AND LABELING 
Anytime the content of a photograph has been altered, the extent of the 
alteration and the technique should be clearly explained in the cutline or credit, 
adhering to the style of the Herald-Tribune. 
The emphasis should be on adding as much detailed information as 
possible. 
From The Providence (RI) Touma[ 
Scitex and electronic picture desk memo 
August 10, 1989 
Memo to all editors and department heads: 
FROM: Dave Gray, Managing Editor/Graphics 
The following ethical guidelines for the use of the Scitex and Crosfield 
picture desk systems will be put into effect immediately. 
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One of the functions of the electronic picture systems is to enhance the 
technical quality of photographs to be published . To assure the integrity of our 
visual reportage, the systems will not be used to distort or change the image in a 
way that misleads the reader , be it for news or feature display . 
Technical corrections to the image may be made. These include gray-
balance correction, lightening or darkening an image to improve legibility, 
removal of flaws such as dust and scratches and removal of glare if it is not part 
of the content. Glare · should not be removed if doing so requires reconstruction of 
the content. Colors may not be changed in a way to distort the actual photograph 
or be done outside the limits of technical correction, as stated above . Cropping is 
encouraged to enhance the quality and effectiveness of a photograph. 
Under most circumstances, moving, eliminating, combining or adding 
elements in a photograph are prohibited . Exceptions may be made for work that 
is purely illustrative or that is intended to convey a symbolic or mood image or 
other special effect . For example, part or all of a background may be removed to 
enhance the structural effect of a particular display . 
Any change to a photograph that alters the content must be discussed 
prior to execution and approved by the Managing Editor/ graphics, Director of 
Photography or the Art Director . Screening techniques (different dot shape) are 
permissible to convey a mood or effect, if approved . New images that are created 
electronically from existing images must also be approved by the managers 
mentioned above prior to execution . In the rare instances when altered 
photographs are published, the reader must be informed of the alteration in 
either the credit line or cut line, whichever is most appropriate. 
From The Asbury Park Press (Newport, NJ) 
Photographic Guidelines 
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Technological developments in the handling of photos can lead to abuse 
that could harm our credibility. Our photographs should be as fair, accurate, and 
truthful as the words used to tell a story . 
It is our policy that content alteration of photographs is unacceptable . 
These are instances when technical adjustments that do not change 
content may be justified: 
1. Cropping, dodging, or burning-in, e.g., lightening a football player's 
face in a contrasty photo or toning down a hot spot from a flash . 
2. Correction of technical defects in a photo, e.g., dust spots, line hits in a 
wire transmission, color shifts . 
In the soft news areas of the paper, we allow exceptions to the policy in 
feature page layouts, montages , etc., in which photos may be manipulated and 
combined with other photos or art work in an illustration clearly not intended to 
represent reality . 
Such feature page illustrations should usually appear only on such section 
fronts as Panorama, Food, Business Monday, etc . Illustrations containing 
manipulated photo images should always be obvious in that they are not meant 
to represent reality . 
Making the difference between a photo illustration and a news photo 
apparent is important. It should be done through the illustration's content, 
accompanying text or its credit. For instance, it may be advisable to include in the 
cutline an explanation of special effects used in the creation of the illustration . 
If questions arise about applying these guidelines in a particular instance, 
the matter should be discussed among the following : 
1) Photographer, when possible 
2) Senior editor available 
3) Photo editor and/ or other picture desk representative 
4) Section editor where photo will appear 
5) Page designer 
The group should be expanded when necessary to include gender and/or 
cultural diversity if it doesn't already exist within the group. 
The same discussion group practice should be used to consider 
publication of photos -- no matter where they are to appear in the paper -- that 
include: 
1. Gruesome detail 
2. Overwhelming grief and/ or distress 
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3. Nudity 
4. Obscene gestures or printed language 
5. Any other content that might offend readers or raise questions of taste 
or sensitivity . 
In these cases, discussion should center around such questions as : 
1) Do we have all the information we need? 
2) What is the news value of the photo? 
3) What are the ethical or legal concerns? 
4) Who might be offended? 
5) What are the other possible consequences of publishing? 
6) How would you feel if you were in the photo? 
7) Are there alternatives? 
From Florida Today (Melbourne, FL) 
Photographic manipulation 
and/ or enhancement guidelines 
It is Florida Today's policy that electronic or any other method of altering the 
content of photographs is unacceptable with the exception of the following 
guidelines: 
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1. All photographs to be altered must be approved by the art director. If the art 
director has any question of ethics, he will enter discussion with the executive 
editor/managing editor, page editor and photo director. 
2. All altered photographs must look without a doubt that they have been 
altered, so as not to deceive the reader. 
3. Before altering, ask these questions: Is the altering of a photograph an 
improvement on the original photograph? In other words, is there good reason to 
alter the photograph to tell the story in a more dramatic way? 
4. All such altered photographs will carry the credit line: ELECTRONICALLY 
ENHANCED PHOTO. It also may carry the photographer's and artist's credit. 
FIRST DRAFf: By Bob McDonald. Questions and suggestions accepted . 
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From The Longview (TX) News Touma[ 
Guidelines for electronic manipulation of editorial photos 
With the addition of Adobe Photoshop and DTI's Photospeed software to our 
Macintosh network, many more people have access to technology for photo 
manipulation than was previously available. As a result, I believe we should set 
up guidelines for how this technology should be handled. 
My general philosophy for manipulation of photographs is that nothing should 
be done to news photos that normally would not or could not be done in the 
traditional chemical darkroom. This normally only involves the lightening 
(dodging) or darkening (burning) of selected portions of an image to make them 
more or less discernible, to accentuate in order to communicate or to better 
reproduce on newsprint what we actually saw . We do not alter reality as the 
photographer saw it. 
There is hardly a rule that can be made concerning photo manipulation that 
couldn't be broken for the right reason. Deciding which reasons are right, as well 
as which people should make these decisions are key to developing a policy that 
doesn't cost us eventual loss of credibility with our readers. 
Clearly, this new software offers us freedoms we could not take before in altering 
the content and, thus, the meaning and message of photos. Whether we intend 
for a reader to accept an image as real or as a conceptual illustration is very 
important in deciding what rules apply to what photographs . 
In general we should not alter reality in the sense of removing telephone wires, 
cloning people's heads onto other bodies, stretching scenes, changing perspective 
of foregrounds and backgrounds or eliminating distracting material from real 
scenes. 
If an image is intended to be a photo illustration and is either labeled as such or 
is clearly not an attempt to fool the dumbest reader then almost anything goes. 
Multiple imaging, swapping heads, superimposing images, etc. are fair game, if 
we are creating. These are planned images--which should be discussed on the 
front end--not impulsive creations . There is an art to this as well as a concern for 
adhering to what we collectively see as our style. 
Currently photographs leave the photo lab in the form they are intended to 
appear in print. On occasion I work with scanner personnel to enhance an image 
that is less than ideal technically, but this is usually at my request. 
Canned art for the most part consists of images created for and used for 
illustrations. They are usually fair game for electronic manipulation. For instance 
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most photographs shot in any studio--ours or another studio-are subject to 
artistic manipulation, such as background cloning to create more space for type 
or elimination of objects from the image . Each case would need individual 
approval because we will want to present some studio shots as real and 
unmanipulated. It is also possible that some of the canned shots we use are under 
copyright thus presenting a legal concern for manipulation . 
In summary I would recommend we adopt the following guidelines: 
In general, photos that we regard as news images-that is, real situations--are not 
content-altered in any way . Traditional dodging, burning and sharpening in 
moderate amounts is allowable in most cases . 
Photo Illustrations--those images in which we set up the elements of a 
photograph-can be subjected to a wider array of manipulation . Whether staff, 
wire or canned images they must be labeled as photo illustrations . 
From The Richmond (VA) Times-Dispatch 
Committee on Professional Standards 
Revised February 13,1991 
154 
The electronic darkroom is a highly sophisticated photo editing tool. It takes us 
out of a chemical darkroom where such subtle printing techniques as burning 
and dodging- enhancing the tonal quality of pictures through increased or 
decreased exposure to light - have long been accepted as being journalistically 
sound. Today these terms are replaced by "image manipulation" and 
"enhancement." In a time when such broad concerns could be misconstrued, we 
need to set limits and restate some basic tenets. 
The equipment may be new, but the issue of how far a news photo can be 
changed is one that has been with newspapers since the advent of 
photojournalism. In recommending guidelines on the use of electronic darkroom 
equipment, the Committee on Professional Standards believes the newspapers 
should stick with a principle that has served well: News photos should not be 
altered. 
But with any change · in technology, questions arise . The following guidelines, 
which have been accepted by The Associated Press, are suggested in an effort to 
answer those questions and restate what has, in effect, been practiced for some 
time. 
• Richmond Newspapers Inc. will not alter the content of news photographs in 
any way. Pictures must always accurately portray the scene or subject. 
• Only the established norms of standard photo printing methods, such as 
burning, dodging, black-and-white toning and cropping, are acceptable . 
Retouching is limited to removal of normal scratches and dust spots . 
• Color correction is undertaken only to ensure honest reproduction of the 
original scene. As has been our practice, cases of abnormal color or tonality will 
be clearly stated in the caption. 
• The use of lenses, printing methods or any "gimmicks" to create special effects 
or unusual images should be explained in a caption. So called art or feature 
packages that are, in effect, photo illustrations should carry the credit "Photo 
illustration by." 
• In any instance when a question arises about these or related issues, a senior 
editor should be consulted immediately. 
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From The Kansas City Star 
ETHICAL CONCERNS 
It is the responsibility of all Kansas City Star photographers and 
photography editors to provide photographs that report accurately, honestly and 
objectively. 
Setting up news, feature or sports photographs is forbidden . Manipulation 
of a situation is allowable only in studio, portraiture or photo illustration 
situations . 
Manipulation of the images through physical or electronic means will only 
be done to enhance the technical quality of the photographs for optimum 
reproduction . Cropping and sizing to enhance clarity, impact or composition are 
encouraged . 
WHAT MAKES A GOOD PHOTOGRAPH? 
There are two basic components of a photograph- - Form and Content. 
Form refers to the shape and arrangement of the elements of the photograph. 
Content refers to the activity of the elements . It is the job of the photographer to 
combine these components in a readable, compelling and informative 
photograph. · 
There also are two basic types of photography used in The Kansas City Star: 
the standard news, feature and sports photographs and entertainment-oriented 
photographs such as those that appear on food, fashion and home decoration 
pages . 
Traditionally, the news, feature and sports photographs have leaned more 
toward the content side and the food, fashion, home type have put more weight 
on form. This is understandable since the photographer in the latter case usually 
has total control of the elements of the photograph . 
Although there also may be a differing emphasis, there are some basic 
considerations that an editor can be use to determine a photograph's suitability 
for publication. 
1. Does it make a clear statement? 
2. Does it have appealing composition? 
3. Is it of reproduction quality? 
4. Is it a factual and ethically produced image? 
5. If it's content could be offensive to the readers, does 
it's news value outweigh that concern? 
6. Are their legal or privacy concerns? 
7. Is there supportive cutline information? 
8. If it is running with a story, do the story and the 
photograph agree thematically? 
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*Note to the photographers: Considerations of privacy, offense or legality 
are not intended to be roadblocks to the photographers. It is their task to produce 
fine photography not to edit the film before it is shot. You must shoot the 
situation as it unfolds before you . Follow the rule : shoot first, edit later. However, 
knowledge that these considerations exist will help the photographer and photo 
editor make educated decisions on the suitability for publication of borderline 
photographs before they are offered . 
APPENDIXD 
PHOTO RELEASE LE1TERS 
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Photographers Who Have Granted Photo Usage 
Requests for Copyrighted Photographs 
Photographer 
1. Joe Rosenthal 
2. Roger Ressmeyer 
3. Woods Hole 
Oceanographic 
Institution 
4. Douglas Kirkland 
Photograph Description 
The raising of the flag on Mt. Suribachi (Iwo Jima) 
A Day in the Life of Canada cover photo 
JASON Project photos from the Hamilton 
Tom Cruise and Dustin Hoffman for a Newsweek 
article on the movie "Rain Man" 
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October 8, 1992 
Douglas M . Lind 
51 North 376 East 
Smithfield, UT 84335 
Dear Mr . Lind : 
S~LIGHT PHOTO AGENCY 
RF. S~ "-HYER ·-STAKt.H: 11T INC 
179 NOHT II Srnt-: DR I VF 
SAG HAHHOR · N Y 11963 · USA 
TF.1., 516 · 725 5100 
FA'C 5 1& · 725 :i 1 59 
This will confirm our conversation today regard ing use of the Roger Ressmeyer 
photograph that appeared on the cover of "A Day in the Life of Canada" for your 
Masters thesis _. 
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We will allow you to make up to three color or black and white photocopies directly 
from the cover of the book for your use in your thesis presentation without 
charging any licensing fees. However, we recommend you also get permission in 
writing to photocopy the cover from the book's copyright holder, Colllins 
Publishers, to do the same . They can be reached at (800) 777-3485. 
Permission is not granted to take a photograph of the cover for any purposes 
without prior express written permission by the copyright holders . All other 
reproduction rights are reserved. 
Each photocopy must be accompanied by an ADJACENT copyright notice: 
Copyright 1984 Roger Ressmeyer--Starlight 
Thank you for your interest , and good luck to you! 
Sincerely yours, 
Jain Ressmeyer 
November 4, 1992 
Douglas M. Lind 
51 North 376 East 
Smithfield, Utah 84335 
Dear Douglas, 
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Enclosed please find the requested before and after photo manipulation 
images of the sunken 1812 warship Hamilton in lake Ontario . These images 
are for use in your masters thesis entitled Photo Manipulation and its Effects 
on the Future Credibility of Documentary Photo Journalism . Permission is 
granted for this one-time non-exclusive use with written credit given to The 
JASON Foundation for Education/Marty Marra, WHO!. 





Woods Hole , Massachusetts 02543-Phone 508-457-2000-Telex 95 1679 
]A.SON 
PROJECT. 
The JASON Foundati on 
for Edu cation 
Dr . Robert D. Ballard 
CHAIAWAH 
Timoth y W. Armour 
UllECUTI\tl! o, ... cTOA 
395 To tten Pon d Road 
Wal tham, Massac hu set ts 02154 
Phone: 617-487-9995 
Fax: 617-187-9999 
October 29 , 1992 
Douglas M. Lind 
51 North 376 East 
Smithfield, Utah 84335 
Dear Douglas : 
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Per your request to Kathy Patrer~on :1t the Nev:~ & I:1forP.i:!tion Office at WHO! , 
the JASON Foundation for Education via Martin Marra at Woods Hole 
Oceanographic Institution is making available to you two photo enhancements 
from the 1990 JASON Project (Kathy Patterson will include a letter with details 
of the photographs.) 
The JASON Foundation for Education grants you perm1ss1on to use the 
photographs in your Masters thesis entitled Photo Manipulation and its Effects on 
the Future Credibility of Documentary Photojournalism . Please be advised that 
these photographs may not be sold and/or reproduced for commercial purposes , 
you may however reproduce them as part of your thesis document. If you have 
any technical questions regarding the photographs please contact WHOI. If you 
have any questions regarding this permission please contact me at the JASON 
Foundation for Education . 
Please use the following credit: © JASON Foundation for Education , JASON 
Project 1990/Woods Hole Oceanographic Institution. In exchange for the access 
to the photographs we would like to receive a copy of your thesis. Please send 
it to my attention at the JASON Foundation for Education . 




cc: Kathy Patterson, WHO! 
August 21, 1992 
Douglas Kirk.land 
9060 Wonderland Parle Ave. 
Los Angeles, CA 90046 
(213) 656-8511 
Dear Mr Kirk.land: 
Douglas M. Lind 
51 North 376 East 
Smithfield, Utah 84335 
(801) 563-3824 
(801) 750-3253 
I am a graduate student in the Communications Department at Utah State University. I would like 
to include your photographs of Tom Cruise and Dustin Hoffman from the Jan . 16,1989 issue of 
Newsweek (see attached) as illustrations in my Masters thesis . 
The thesis, entitled "Photo manipulation and its effects on the future credibility of documentary 
photojournalism," focuses on the ethical issues surrounding the increasing use of electronic 
manipulation of photographs in journalism coverage. My intent is to run both "before" and "after" 
photos , and discuss the manipulations used and the potenti_al pros and cons of such alterations . 
Can I get 5x7 or 8x 10 prints of your photos (before and after manipulation if possible)? I am a 
graduate student on a very limited budget for my thesis. I would like to use several photographs 
in the thesis, but can not afford a large print fee. If you have any questions, please call me at 
home at (801) 563-3824 or at my campus office at (801) 750-3253 . If I am not in, a message can 
be left with the department secretary at (801) 750-3292 and I will return your call within a day . If 
you charge a-print fee please indicate that in the space below . 
I will include your photo eredit along with acknowledgments to your photograph, and copyright 
and reprint rights information in a special appendix . Please advise me of any particulars that you 
require in these listings . 
I hope you will be able to reply immediately. If you are not the copyright holder, please forward 
my request to the appropriate person or institution . 
Thank you for your cooperation. 
Sincerely, 
Dougl as M. Lind 
I, Douglas Kirk.land, hereby give permission to Douglas Lind to reprint the following 
photographs in his Masters thesis entitled "Photo manipulation and its effects on the future 
credibility of documentary photojournalism ." 
1) Photo of Tom Cruise for Newsweek's Jan. 16,1989 "Rain Man" article . 
2) Photo of Dustin Hoffman for Newsweek's Jan. 16,1989 "Rain Man" article. 
3) Composite of Cruise and Hoffman (as used in the Jan. 16,1989 
issue of Newsweek magazine). 
(print fee?) (signed) 
163 
Photographers Who Have Not Replied to Either First or Second 
Photo Usage Requests for Copyrighted Photographs 
Photographer Photograph Description 
1. W. Eugene Smith Portrait of a Top Sergeant 
W. Eugene Smith Dr. Albert Sweitzer in equatorial Africa 
2. Gordon Gahan National Geographies February 1982 cover 
3. Bruno Barbey National Geographies April 1982 cover 
4. Jodi Cobb Jerusalem's "Western Wall" 
5. David Burnett Mary Decker's 1984 Olympic fall 
6. Frans Lanting A Day in the Life of Amarica cover photo 
7. Bradley Clift A Day in the Life of California cover photo 
8. Arnaud de Wildenberg A Day in the Life of Australia cover photo 
Arnaud de Wilde ·nberg Leonid Brezhnev 
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Representative Sample of Second Photo Usage Request Letter 
David Burnett 
Contact Press Images 
1915 N. Upton St. 
Arlington, VA 22207 
Dear Mr . Burnett 
Second Request 
Douglas M. Lind 
51 North 376 East 
Smithfield, Utah 84335 
(801) 563-3824 
(801) 750-3253 
I am a graduate student in the Communications Department at Utah State University . I would like 
to include your photograph of Mary Decker from the 1984 Olympics (see attached) as an illustration 
in my Masters thesis . 
The thesis, entitled "Photo manipulation and its effect on future credibility of documentary 
photojournalism," focuses on the ethical issues surrounding the increasing use of electronic 
manipulation of photographs in journalism coverage. My intent is to run both "before" and "after" 
photos, and discuss the manipulations used and the potential pros and cons of such alterations . 
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Can I get 5x7 or 8x10 prints of your photo (before and after manipulation if possible)? As a student, 
I'm on a very limited thesis budget. I would like to use several photographs in the thesis, but can not 
afford a large print fee. If you have any questions, please call me at home at (801) 563-3824 or at my 
campus office at (801) 750-3253. If I am not in, a message can be left with the department secretary 
at (801) 750-3292 and I will return your call within a day. If you charge a print fee please indicate that 
in the space below . · 
In addition to acknowledgments and a photo credit to you as the photographer, I will include any 
copyright and reprint rights information that you specify . Please advise me of any particulars that 
you require in these listings. 
I hope you will be able to reply immediately . If you are not the copyright holder, please forward my 
request to the appropriate person or institution. 
Thank you for your consideration . 
Sincerely, 
Douglas M. Lind 
P.S. If this is acceptable, please indicate your approval of this request by signing in the space 
provided, and attaching any other form or instruction necessary to confirm permission. 
I, David Burnett, hereby give permission to Douglas Lind to reprint the following photographs in his 
Masters thesis entitled "Photo manipulation and its effect on future credibility of documentary 
photojournalism." 
1) Mary Decker falling (1984 Olympics) - Original version 
2) Mary Decker falling (1984 Olympics) - TIME magazine. manipulated version 
(print fee?) (signed) 
